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PREFACE 


It is my pleasant task of acknowledging the help I received in the 
execution of this thesis. First and foremost I record my deep sense of 
gratiude to my revered guru, Professor Dr. H.D. Sankalia, under 
whose affectionate, scholarly, painstaking guidance I completed this 
work. He has literally brought me up in various aspects of archaeology 
from almost nothing. Besides, he has showered fatherly affection on 
me and helped me in various ways which are beyond expression. 
It is a commendable Indian custom to start one's work with a sign 
of respect to one's teacher. My guruvandanam, however, is not 
merely mangalartham, it is sincerely meant. 


I am deeply indebted to Dr. M.S. Mate, Reader in Art and 
Architecture, who helped me considerably in refining my thoughts 
and presentations of the material. I would also thank to other teachers 
in the Deccan College, viz., Drs. Z.D. Ansari, M.K. Dhavalikar, 
(Mrs.) Shobhana Gokhale, V.N. Misra and S. N. Rajaguru for their 
comments on various chapters of my thesis. 


I would express my regards to my former guru, Professor Dr. 
V.S. Pathak, Professor and Head of the Department of Ancient 
Indian History, Archaeology and Culture, University of Gorakhapur, 
who advised me to pursue my studies at the Deccan College. I must 
thank my former guide Dr. S. N. Chaturvedi, Reader in Archaeology, 
Gorakhpur University, who very kindly permited me to continue my 
studies at this Institute. Other teachers of this department viz., Drs. 
R. B. Singh, Reader, Shivaji Singh and Lalta Prasad Pandey 
have given me much encouragement towards the completion of my 
task. 


Acharya R. B. Pandey, Vice-Chancellor, Jabalpur University, 
Jabalpur, helped me in organizing my trips for the field work in 
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Madhya Pradesh. I am grateful to him for his help and hospitality. 
For similar help and hospitality my thanks are due to Principal A. H. 
Nizami at Rewa. 


My sincere thanks are due to the authorities of the American 
Academy, Banaras, for their kindness in supplying photographs from 
their collections. This has helped me in my studies. My grateful 
thanks go to Shri M. A. Dhaky, Research Officer Dr. B. R. Prasad 
for their friendly help during my field trips. 


My indebtedness is also due to Shri Mohd. Amin Khan, his 
sons M. M. Khan as well as to the other members of the family, 
for taking affectionate care of me during the prime of my studies. 


To my friend Dr. Hukam Chand Patyal, Research Associate in 
Linguistics, Deccan College, I owe a special sense of gratitude. 
Despite most busy hours with his own work he took exceptional pains 
in going through the entire manuscripts. I got help in various ways 
from my friends at the Deccan College especially Dr. P. B. Meegask- 
umbura, and others in one way or the other, which I record with sincere 
gratefulness. I am thankful to the staff of the library of the Deccan 
College, for their ever ready help and kind co-operation. Shri 
R. B. Sapre have helped me in drawing. I am thankful to him. 


It is beyond expression to account for the encourangement and 
blessings given by my old parents in the execution of this work. 
Their good will and paternal affection always kept me in high spirits. 
It is mainly because of this that now I could finish my work. 


J am thankful to my wife Habibun, who despite her very poor 
health as well as anxieties of married life, always encouraged me to 
complete my work. 


I have derived considerable benefit from the Archaeological 
Survey of India and have taken all the plans of the temples and many 
photographs from M.A.S.I. 23, for the purpose of the present work. 
The plates are arranged chronologically. 


Rahman Ali 
Poona-6 
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INTRODUCTION 


No critical study of art and architecture of the Kalacuris had 
been attempted before. This has been attempted in the following 
pages. 

R.D. Banerji had carried out a short survey of the monuments 
attributed to the Haihyas of Tripuri and his report was published 
in 1931. But his main task was to record the monuments. During 
the fifty years since this work was published a good deal of New data 
have comforth. And above all, critical study of temples according 
to the Indian cannons of architecture has developed immensely. 
This knowledge has been applied here to the monuments of the 
Kalacuris. 


With a view to evaluate the temples, the author has put them 
into three phases of development and has dated them approximately 
on the basis of their stylistic features. 


The chapter dealing with sculpture is divided into various major 
heads and light has been shed on the artistic development during the 
Kalacuri period for which the representations of human, animal 
figures as well as the decorative motifs like geometrical patterns, 
latà and puspakarmas etc. are critically studied. 

It may be claimed that the chapter on iconography of the Kala- 
curis is fairly comprehensive. Images in-situ in different monuments, 
those found around them and also displayed in various museums are 
brought together and subjected to a critical study. 

The chapter on epigraphy is divided into two parts, i.e., the first 
part deals with the major features of the Kalacuri grants like style, 
matter and the seals etc., whereas the second part throws light on 
the Kalacuri coinage. 
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Inspite of the limitations imposed by field work on student, 
exploring nooks and corners in an underdeveloped region the thesis 
embodies a fairly comprehensive study of art and architecture of the 
Kalacuris. 


Rahman Ali 
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POLITICAL HISTORY, SOCIAL—RELIGIOUS CONDITIONS 
AND CULTURAL GEOGRAPHY 


THE KALACURIS OF TRIPURI 


After the death of Harsha, northern India became the political 
chess-board and several chiefs played their role. The more prominent 
among these were the Candellas in Bundelkhand, Gurjara-Pratiharas 
in Kanauja and the Kalacuris in Dahalamandala whose capital was 
Tripuri. For a period of nearly five centuries, i.e., between circa 8th- 
circa 12th century A.D., the Kalacuris of Tripuri could outshine 
their contemporaries and they have left a rich legacy in the history 
of early mediaeval India. 


The Kalacuris were supposed to have migrated from Mahismati 
(modern Mandhata of Nimar district, M.P.).! But Sankalia has suggested 
that Mandhata cannot be identified with ancient Mahismati.2 He has 
identified Maheshwar with Mahismati. 


After they settled at Tripuri, the family was divided into three 
branches? Out of those three branches of the Kalacuris, the Tripuri 
House was more powerful and ruled over an extensive empire from 
circa 6th century A.D. to circa 13th century A.D. This region 
subsequently came to be known as Cedimandala or Dahalamandala. 


1. Ray, H.C., The Dynastic History of Northern India, Vol. II, Calcutta 1936, 
p. 738. 
2. Sankalia, H.D., Subbarao, B. and Deo, S.B., The Excavations at Maheshwar 
and Navadatoli—1952-53, Poona-Baroda, 1958, p. 15. 
3. Mirashi, V.V., Corpus Incriptionum Indicarum, IV, pt. I, pp. cxcii-xciii. 
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To reconstruct the history of this House we have ample mate- 
rials, i.e., the inscriptions, copper plates, coins and the contemporary 
literature. 


Krsņarāja was probably, the first ruler of this House as found 
from the inscriptions of his son Sankaragana. We do not know 
about his political career but his son Sankaragana must have played 
some important role as indicated by his inscriptions and several high 
sounding titles like Paramabhattaraka, Mahārājādhirāja and Parame- 
$vara. During his time the Kalacuri power extended upto Nasik.! 


The son and probably successor of Saükaragana was Buddha- 
rāja, who was defeated by the Cālukya king Mangaleša in circa 6th 
century A.D.? and hence they might have acknowledged the suzerainty 
of the Cālukyas. 


The period intervening from Buddharāja to Kokalla I is a dark 
period in the history of the Kalacuris. Scholars like Mirashi? are of 
the opinion that Vāmarāja was the ruler under whose feet Sankaragana 
meditated. Vāmarāja appears to have ruled in circa 8th century A.D. 
over a vast kingdom comprising Gomati in the north to the Narmada 
n the south, the part of Bundelkhand, Bhagelkand, Sagar, Jabalpur, 
(districts of M.P.) and the central part of Uttar Pradesh. 


Since the time of Vāmarāja the Kalacuris became popular by 
the name of Caidays. The Cedi country was situated along the south 
bank of Yamuna from the Chambal on the north-west to Karvi 
(which flows north-east to Chitrakuta)* on the south-east. Vāmarāja 
may have transferred his capital from Māhismatī to Tripuri. The 
modern village Tewar, situated on the Jabalpur-Bheraghat road is 
identified with Tripuri. 


Tripuri is a city of high antiquity. It is mentioned in various 
later vedic texts, Jaina and Buddhist texts as well as in various 


1. E.L, Vol. IX, ‘The Abhona Plates of Sankaragana’, p. 296. The incription 
records the grant of land in the Nasik district. 

. Ray, H.C., op. cit., p. 739. 

3. Mirashi, V.V., op. cit., p. lxviii. 

4. Pargiter, F.E., J.4.S.B., Vol. LXIV , pp. 249 ff. 


N 


, 
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puranas.* It was one of the sixteen mahājanapadas. In later Vedic 
literature it is mentioned as three important cities of Asuras, while in 
the puranic literature we are told that the city was destroyed by con- 
verting them to Buddhism and Jainism. The Mahabharata mentions it 
as Traipura and attributes its destruction by Visnu in the form of a 
cow-bull? The situation of Tripuri is placed in south-eastern division 
in the Brhatsamhita, whereas Hemacandra calls it Cedi-nagar as the 
capital of Cedi country.’ 


We do not know the history of Tripuri prior to the advent of 
the Kalacuris but the discovery of a few coins and pottery have pro- 
vided valuable guidance in this respect. Tripuri seems to have passed 
on to the rule of the Ksatrapa and the Sātavāhanas who might have 
included the major part of Deccan, Maharashtra, Gujarat, and Central 
India. Thus, probably in the first century B.C. they extended their 
rule over Central India and added Tripuri and other places of impor- 
tance like Sāncī, etc.‘ But Mirashi thinks that Cedi country might 
have been under the rule of the Parivrājaka rājās.* Thus it is not 
known that from whom Vāmarāja conquered Tripuri. From the 
time of Vāmarājadeva to Sankaragana I is supposed to be the dark 
period.® 


Sankaragana I is the next important ruler of the Kalacuris whom 
we can place palaeographically in circa 8th century A.D. 


The names of the successors of Sankaragana are not known until 
we come to Laksamaņarāja I of the Karitalaj inscription dated K.C.E. 
593 (841-42 A.D.). Laksamanaràja was rendered to a subordinate 
position by the Rāshtrakūtas. Later on, the Rāshtrakūtas entered 
into matrimonial alliance from time to time with the Kalacuris of 
Tripuri. This alliance with the Kalacuris made a bulkwark on the 


Dikshit, M.G., Tripuri, 1952, pp. 7-8. 
Sankalia H.D., ‘In Search of Three Cities’, J.M.P.I.P., Vol. V, 1967, p. 59. 
. Dikshit, M.G., op. cit., p. 9. 
. Sankalia, op. cit., p. 57. 
. Mirashi, op. cit., pp. Ixx-Ixxi. 
Ibid. Mirashi suggests that Mayūrarāja, the author of Sanskrit play the Udattarā- 
ghava was one of the rulers. : 


DANRWN = 
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north of Narmada against any possible invasion from the Gurjara- 
Pratihàras to their territory. 


Kokalla I succeeded his father Laksamaņarāja in circa 875 A.D. 
The important events of his reign are some matrimonial alliances 
with the Candellas and the Rashtrakütas.! 


Kokalla I was succeeded by his son Sankaragana II who was 
otherwise known as Mugdhatunga, Prasiddhadhavala.? He conquered 
the lines of countries along the seashore and took away Pali (the 
country of Pāli) from the lord of Košala.* 


Balaharsa, the son and successor of Sankaragana I, had probably 
a short reign, i.e., from circa 910-15 A.D. No further records of his 
reign is found. 


Bālaharsa was succeeded by his younger brother Yuvarājadeva I 
n circa 915 A.D. who was a great patron of art and literature. He 


is credited with having built many temples and Mathas like the Gola- 


kimatha, and texts like the Viddhasalabhanjika were composed by his 
court poet Rājasekhara. He seems to have led his successful army 
against the countries of Bengal, Kuntala, Gujarat, Kashmir, Orissa, 
Magadha, Pāñcāla, Avanti, Jalandhara, Kerala and married the ladies 
from these places, as mentioned in the above mentioned text. He 
was also victorious against the Malawas. He married the Cālukya 
princess Nohatā. Ashe was the lord of Orissa is proved by his 
Viruda Trikalingadhipati. But his conquest over Kashmir is doubtful. 


_ . He was a devout worshiper of Siva, and patronised many Saiva 
Acaryas to preach their doctrines. He donated three lakhs of villages 
for the maintenance of Golakimatha. His wife Nohaladevi was also 
a devotee of Siva and is said to have made donations to the matha 
and Saiva Acaryas of the pāšupata cult. She built many temples i.e., 
a temple of Nohale$vara and donated seven villages for its main- 
tenance. The temple at Gurgi (now ruined) was built by the king and 


1. Mirashi, op. cit., no. 45, 48. 

2. These two names seem to be Viruda rather than personal names. 
3. For details see, Mirashi, op. cit., p. Ixxvi. : 

4. Ibid., Apte (ed.), and Viddhasālabhatijīka, p. 113. 
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probably, a monastery at Chandrehe was also built by king for medi- 
tations and training of Saiva Acàryas. 


Yuvarājadeva had two ministers, viz., Bhakamishra and Gollaka. 
The latter belongs to the Kāyastha stock and was a Vaisnava who 
caused to be carved the colossal image of Matsya, Kürma, Varaha, 


Balarama incarnations of Visnu alongwith a Sayanamūrti at Bandho- 
garh.! 
garh. 


Laksananarāja II succeeded his father Yuvarājadeva. He was un- 
doubtedly a great warrior as proved by his various military exploits 
against the distant countries like Bengal, Lata, Kashmir and 
Gurjara.* He also took part in the northern expedition of the 
Rashtraküta king Krsna III. His conquests over Bengal and Kashmir 
seem to be mere exaggeration but his conquests over Orissa and 
Ko$ala might be true? He claimed to have advanced up to the bank 


of the river Tàmraparni (Tinnevelly district) which seems to be mere 
boast. 


Banerji* suggested that he defeated the weak successor of 
Mahipàla, the Gurjara king. He entered into matrimonial relations 
with the Calukyas and gave his daughter Bonthādevī in marriage to 
Vikramaditya IV whose son Tailapa II overthrew the last Rashtra- 
küta king Karka II in 973 A.D. Like his father Laksamaņarāja was a 
great devotee of Siva and built many temples and monasteries at places 
like Gurgi, Chandrehe, Varanasi, etc. He appointed Saiva Acaryas 
to those monasteries and temples. His reign lasted from circa 945- 
973 A.D. 


"Laksamaņarāja had the services of a learned brahmana 
minister named Somešvara who was the son of Bhakamishra. Like 
his father, Some$vara built a Visnu temple at Karitalai, donated a 


1. Author could not visit the original place of images due to certain technical 
difficulties. 

2. The Karitalai inscription might be containing some of his more conquests but 
the portion is mutilated. 

3. The Bilhari inscription mentions his conquests over the Lata and Gujarat. 

4. Banerji, R.D., M.A.S.I. 23, p. 13. 
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village for its maintenance and established eight brahmanas to take 
care of it His queen Rohadā and son Sankaragana are also men- 
tioned as the worshipper of Visnu. 


Laksamanaraja II was succeeded by his son Šankaragaņa III in 
circa 970 A.D. This king is known from two records of Karņa.? 
The Banaras plate omits him, while Baragaon inscription records 
some of his gifts in the honour of Sankaranārāyaņa whereas Karitalai 
inscription actually states that he was a paramavaisnava. His reign 
was uneventful, he met his inglorious end in conflict with the Can- 


dellas and probably the Candella Prime Minister Vācaspati defeated 
and killed him. 


Sankaragana III was succeeded by his younger brother Yuvarāja- 
deva II in the last quarter of 10th century A.D. about whom we do 
not have much information. The Karanabel inscriptions state that 
he conquered all the kings of all the quarters on the earth. It is no 
doubt a mere boast which is uncorroborated by fact but duly men- 
tioned in the later records. The Paramāra king Vākapati-Mutja 
defeated him.? The reign of Yuvarājadeva II and his father was dark 
period. Ganguly? suggests that the Cedi country was raided by the 
Calukya king Tailapa II ignoring his close relationship with Yuvarája- 
deva II. But on the basis of epigraphic and literary sources Mirashi® 
has interpreted it that it was mere exploits of king Utpala whom he 
subjugated and threw him into the prison. However, "Mirashi* ad- 
mitted that there is no chronological difficulty in identifying Mufija 
who triumphantly entered Tripuri and caused the death of many 


Kalacuri generals. After the withdrawl his son Kokalla II was placed 
on the throne by his chief minister. 


Kokalla II succeeded his father in circa 900 A.D. He was a 
great warrior as he raided Gurjara conuntry’ and when the kings of 


1. The village named Dighasarika is identified with modern Dighi situated at a 
distance of about 10 km. south-east of Karitalai. 

Bilhari inscriptions and Banaras Plate of Karna. 

E.I., Vol. I, p. 235. 

. Ganguly, D.C., op. cit., p. 91. 
Mirashi, op. cit., p. lxxxvili. 

Ibid. 

The Gurjara king might have been Rajyapāla and the Gauda king must be 

Vikramaditya V of the later Calukya dynasty. 


NDAN 
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Kuntala and Gauda heard his military advance they deserted their 
country. The absence of name of the Kalacuri king among the list 
of chiefs in the Tārikh-i-Firistā, who offered resistance against Sub- 
uktagin, has made Mirashi' to believe that Kalacuris lost their power 
during the reign of Kokalla II and his father. His rule ended by 
990-1015 A.D. 


Kokalla II was succeeded by his illustrions son Gangeyadeva in 
circa 1015 A.D. Unlike his predecessors he was a great general, 
victorious of many battles and raised the prestige of his home to the 
high ebb. He entered into confederacy with the Paramāra Bhoja, 
Rajendra Cola and defeated the Calukya ruler Jayasimha.? 


Gāngeyadeva defeated Mahāšivagupta Yayāti. After defeating 
the Utkala king he reached the eastern sea-shore and assumed the 
title Trikalitgadhipati? Gāngeyadeva extended his paternal empire 
considerably which included Banaras, on the east and defeated the 
kings of Gauda, Vanga countries but could not annex any part of 
Magadha. 


In 1033 A.D. Niyāltgīn raided the city of Banaras, but he was 
forced to leave on the news of the approach of Gangeyadeva. It was 
probably a surprise raid of the Muslims. 


Gāngeyadeva launched a successful expedition against the Kira 
(Kangra valley) country. He conquered the Doab* and defeated the 
Candellas also. 


The reign of Gangeyadeva was not merely the stories of military 
exploits. During his reign the economic condition of his country 
was far from being weak as proved by his gold, silver and copper 
coins. The Gaja-Laksmi type coins stand to this point. He was 


— 


. Ibid. 

. Mirashi, op. cit., p. xc. 

3. Ibid. On the other hand Mirashi thinks that Gangeyadeva was defeated by 
Yayati in south Kosala. 

4. The gold, silver and copper coins of Gangeyadeva are found in Uttar Pradesh. 


D 
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not only popular in own country but was counted among the impor- 
tant contemporary rulers. 


Gāngeyadeva was an ardent Saiva as Bheraghat inscriptions of 
Narasimhadeva informs us that he erected a lofty temple and made 
donations to it Gangeyadeva died at Prayaga under a banyan tree 
with his hundred wives in 1041 A.D. 


Laksmikarna succeeded his father Gāngeyadeva in circa 1041 
A.D. With the beginning of his reign, we are no longer groping 
into darkness as epigraphic and literary sources have enabled us to 
get the general records of his reign. Karna was one of the greatest 
generals of his time. He was victorious in the east, south and west.? 
He was successful in his war against the Palas of Bengal and at the 
same time he defeated the king Vanga (eastern Bengal) named Jata- 
varman. He made matrimonial relations with the Pala king Vigraha- 
pala. He gave his daughter Vira$ri to Jatavarman in marriage. 


He also overran the southern district Kafici (Conjeevaram).* He 
claims to have defeated the Pallavas, the Kungas (Coimbatore district), 
the Murals (the Malabar coast), the Pandyas of Madura. He de- 
feated the Cālukya king Somešvara I. All these expeditions must 
have been over before circa 1048-49 A.D. He defeated the Candellas 
and captured Bundelkhand for some timein 1051 A.D. but he was 
driven out of Bundelkhand by a feudatory of the Candella king 
Kirttivarman named Gopāla. 


In the later part of his life, Karna had to face reverses. He 
formed an alliance with Cālukya king Bhima of Gujarat for simul- 
taneous attack on Mālawā from the east and west. But in the mean- 
time Bhoja died in 1055 A.D. and his son Jayasimha sought help 
from Some$vara I who sent his son Vikrmāditya VI for help. It 
seems that at first instance, the enemy could capture Dhara but they 


1. Alberuni mentions this in the Kitabulhind, and his capital at Tiuri. See Mirashi, 
op. cit., p. xci. 
2. Mirashi, op. cit., no. 60. The Piawan rock inscriptions indicate that he 
erected a Šivalinga. 
. Ibid., no. 48. 
4. Ibid., p. xciv. 


uU 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Political History, Social-Religious Conditions and Cultural Geography 9 


were driven out by Some$vara and Jayasimha. Thus the combined 
efforts of the Paramaras and Calukyas could avert the disaster.! 


Soon after that, quarrel broke out between Karna and his ally 
Bhima over the spoil of the war. Bhima invaded the Cedi country, 
defeated Karna and forced him to surrender the golden mandapika 
which they wrested from Bhoja. Thus, it seems that though Karna 
fought a number of battles with many powers, far and near, through- 
out the greater part of his life he did not get much material 
advantage from them. According to the Rasamala one hundred and 
thirty-six kings were attending up on him. He assumed imperial 
titles like—Paramabhattaraka, Maharajadhiraja, Trikalingadhipati and 
Nijabhuj-oparājit-ašvapati-gajapati-Narapati, etc. But at the last part 
of his life he created enemies for his successor and he could only 
include Banaras and Allahabad to his paternal territory. Malawa 
was regained by Jayasimha, the Canadella kingdom also slipped 
out of his hands! and the Cālukyas became foes for several gener- 
ations. From the Jabalpur and Khairha plates of YaSahkarna we 
learn that Karna himself crowned his son Yašahkarņa; it may be 
presumed that he abdicated the throne in favour of his son due to 
the failure of his schemes to bring the whole of India under one 
banner. 


Karna was great in war and peace alike. He patronised men 
of letters. The learned scholar Bilhana was paid much regards by 
the king. He composed the text Vikramankadeva-Carita. The other 
scholars of his court were Vallana, Nachiraja, Karpüra, and Vidyā- 
pati. 


1. From the text Vikramankadeva-Carita we learn that Some$vara destroyed the 
power of Karna after which glory never embraced the country of Dahala. 

2. Ganguly has suggested that friction broke for distribution of spoils in the war 

but the text Prabandhacintamani mentions that Karna did not materialise the 

promise to give the share of the gains. see, Ganguly, D.C., B.V.B. Series, V., 

p. 63. di. 

Mirashi, op. cit., p. ci. 

Gy, liel M. (> 222. 


U» 
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Karna was also a great builder. He built a high and lofty 
Saiva temple at Banaras. It was of twelve storeys, and known as 
Karana-Meru. He built a ghāta at Prayāga which is known as the 
Karna-tirtha* A lofty triayatana temple at Amarkantak is still 
existing and known as Karana-Matha or Karana-Düharia-kà-matha. 
He established a village of Brāhmaņas which is known as Karnavati 
(situated near Tewar village, Jabalpur district). The Sarnath inscrip- 
tion dated K.C.E. 810 (1058-58 A.D.) states that a Buddhist monastery 
was also flourishing during his reign. He was so religious minded 
that he made the capital at holy city Banaras, where he met learned 
scholar Bilhana. 


Karna married a Hüna princess named Avallidevi,? the mother 
of king Yasahakarna who succeeded him. His two daughters named 
Vira$ri and Jauvanāšri were married to Jatavarman and Vigrahapāla 
Tespectively. Yasahakarna succeeded him in circa 1073 A.D. 


YaSahkarna succeeded his father Karna shortly after 1073 A.D. 
He led two aggressive campaigns against Chaniparanya (north Bihar) 
and Andhra. The ruler of Andhra was Vijayāditya VII of the 
eastern Calukya dynasty. He had to fight a number of battles in 
defence of his kingdom and lost many of them. Dāhala was raided 
by Jayasimha, the younger brother of Cālukya Vikramaditya VI 
before 1081 A.D., while he lost Banaras and Allahabad to Candra- 
deva of the Gahadavala dynasty. The Paramāra king Laksamana- 
deva plundered Tripuriand encamped on the banks of Rēvā (Narmada) 
for sometime. The final blow came from the Candella king 
Salaksanavarman who was supposed to have defeated the Cedi king 
probably YaSahkarna.2 Thus, all these wars made the Kalacuri 
power weakened considerably. 


He was succeeded by his son Gayākarņa in the first quarter of 
]2th century A.D. So far, only two records of his reign are available. 
The earliest one comes from Tewar dated K.C.E. 902 (circa 1150-51 
A.D.), which records the erection of a Saiva temple by a Saiva 


1. The Goharwa grant was made at this place. 


2. Mirashi, op. cit., nos. 56 and 57. 
3. Ganguly, D.C., op. cit., p.64. 
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Acairya Bhāvašiva. The other inscription is found at Bahuriband 
(Jabalpur district), which records the erection of a temple of Jaina 
tirthankara Santinatha. Most probably, Gayàkarna lost a portion of 
Baghelkhand to the north Kaimur ranges to the Candellas as confirm- 
ed by the discovery ofa hoard of the Candella coins at Panwar. 
From the Prabandhacintamani of Merutunga we learn that he died 
during one of his expeditions against Gujarat. 


He was succeeded by his elder son Narasitnhadeva before 1155 
A.D.? while in turn he was succeeded by his younger brother 
Jayasimha, sometime between circa 1159-1167 A.D. In the early part 
of his reign Jayasimha fought successfully with the Calukya Kumāra- 
pala and the king of Kuntala, i.e., king Vijjala (the Kalcuri of 
Deccan). He could arrest the advance of the Turuskas by defeating 
them in Central India. We do not know whether Jayasimha made 
common cause with the Gāhadavālas against the Muslims. He was 
acknowledged by the south Ko$ala king Jājalladeva.* He bore the 
high sounding titles like, Paramabhattarak, Paramešwara, Maha- 
rajadhiraja, etc. He flourished upto circa 1176 A.D. He was Saiva 
and his spiritual guru was Vimalašiva. 


Jayasimha was succeeded by his son Vijayasimha, last known 
king of this branch of the Kalacuris. The inscriptional evidences go 
to prove that he could maintain his authority over Baghelkhand and 
Dahalamandala upto 1211 A.D. But soon he had to surrender the 
northern part of Baghelkhand in K.C.E. 961-62 to the Candella king 
Trailokyavarman. Most probably, in circa 1200 A.D. he had to submit 
himself to the Yādava king Simhana.! Nothing more is known about 
him nor do we have any idea about his son Mahakumara Vijayasimha 
and last prince Ajay Simha. 


l. It is stated in the «aid text that while on march he slept on the back of an 
elephant and a golden chain of his neck caught into a branch of a banyan 
tree and hanged him till his death. 

2. The Bheraghat inscription mentions that queen Alhana devi constructed a tem- 
ple under the name of Vaidyanātha attached with a monastery and made 
donation for its maintenance. From Alhaghata inscription we learn that he 
erected a temple of Ambika. He was Saiva and his guru was Kīrtišiva. 

3. See, Sheorinārāyaņa inscription. 

4. Mirashi V.V., op. cit., pp. cvii-cviii. 
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Geneological Table! 
Krsnaraja 


(Son) 
Sankaragana 


(Son) 
Buddharaja 


(Son) 
Nannaraja 


(Son) 


Vāmarāja or Vāparājadeva Laksmaņarāja 
(Founder of the Cedi branch) (Founder of the 


(Sarayūpāra branch) 


Laksmaņarāja I 

(circa 841-42 A.D.) 
Kokalla I (C. 875 A.D.) 
TERN I or Mugdhatunga, (C. 890-910 A.D.) 
Balaharsa. (Circa 910-915 A.D.) 
Yuvarājadeva I (Circa 915-945 A.D.) 
Laksamanaraja. (C. 945-970 A.D.) 
Sankaragana III (Circa 970-980 A.D.) 
Yuvarajadeva II (Circa 980-990 A.D.) 
RN (Circa 990-1041 A.D.) 
Laksmikarna or Karna. (Circa-1041-1073 A.D.) 
YaSahkarna (Circa 1073-1123 A.D.) 
Gayākarņa (Circa 1123-1153 A.D.) 
Vēža (C. 1153-1163 A.D.) 
Jayasimha (Circa 1163-1188 A.D.) 
ie (Circa 1188-1200 A.D.) 


Ajayasirnha. 


1. Shastri has established a new genealogy by placing Vāpārajadeva as the first 
King of this family who was followed by Sankaragana I. See Shastri, A.M., 
Tripuri, Bhopal 1971, p. 77. 
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SOCIAL LIFE 


The social structure, during the early mediaeval India, was 
considerably changed. The caste system was not much rigid. As we 
observe various foreign cultures that invaded India were, in course 
of time, absorbed by the Indians. Specially, the Sakas, the Gurjaras 
and the Hünas were assimilated by the Ksatriyas through various 
matrimonial relations. Gradually, these foreigners forgot their 
pedigree and legendary origin, and hence claimed to belong to a 
particular Ksatriya clan. Thus the Ksatriya clan multiplied in 
number and the Hünas were included among the thirty-six Ksatriya 
families of the best blood. 


The Kalacuri king Karna (who belonged to the lunar race) 
married with pride Avalladevi, a Hina princes and made her the chief 
queen. She borea son to him named YaSahkarna who succeeded 
Karna. The available epigraphic and literary sources throw sufficient 
light on the social and religious life of the people during the reign of 
the Kalacuris. 


The Brahmanas were highly respected in society. They were 
given special patronage by the kings. The epigraphs specifically 
mentioned of the Vedas, sākhās and gotras of the Brahmana donees. 
Some of the later records of the Kalacuris mention Rgvedins who 
belonged to the Bahvrichas. They were fairly widespread. They 
are mentioned in the grants discovered from Gujarat, Uttar Pradesh, 
Vindhya Pradesh and Chhattisagarh division of Madhya Pradesh.? 


The Mādhyandina Brahmanas of the $ukla-Yajurveda-$akha are 
not mentioned in the records of the Kalacuri branch of Tripuri but 
they are mentioned in the grants discovered from Uttar Pradesh, 
Gujarat and Maharashtra? Similarly, the Brahmanas of Krsna 
sakha of the Yajurveda are also rare. 


Kalàáfica,! the home of Sandilyagotra people is mentioned in the 
grant of Karna. Most of them belonged to the Sāmaveda. The 


Mirashi, op. cit., p.290, no. 56. 

Ibid., p. clxv. 

Ibid. 

. Ibid., p.268. The place is situated in the Bongara district of north Bengal. 
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original home of Madhyandina-sakha, i.e., Takāri is mentioned in 
the southern Kalacuri grants.! 


It seems that the Rgvedins as well as the Brahmanas of 
Sandilyagotra belonging to the Samaveda, were mostly patronised by 
the Kalacuris of Tripuri. 


Brahmanas were attracted from far and wide by the southern 
Kalacuris and they migrated from Uttar Pradesh and Madhya Bharat. 
Those who migrated from outside became popular with the surname 
of their original place like Mathura, Nagara’, etc. 


The performer of sacrifices was called as Dikszta? Only the 
Brahmanas maintained sacred fire and performed the grha rites. But 
some of them were holding high posts like Prime Minister of a state, 
for instance, the Prime Minister of Laksmanaraja II was a Brahmana 
named Somešvara who was regularly performing Dasapurnamasa and 
other sacrifices. Brahmanas were known as Purohita, Mahāpurohita, 
etc. They were encouraged to obtain proficiency in the daršanas like 
Mīmārnsā, Nyāya, Vedanta, etc. They were allowed to hold philoso- 
phical discussions in royal courts. Some of the Brahmana Prime 
Ministers like SomeSvara, Bhākamišva, etc., are eulogized in the 
Kalacuri records for their proficiency in the diplomacy and victory in 
the battle-fields, while in some records Brāhmaņas are mentioned 
merely as the prasastikaras.? 


The second community was the Ksatriyas. Their status in 
society was high. The Kalacuris claimed themselves to be the de- 
scendants of Kartavirya Arjuna of the Lunar Race. They had rela- 
tions with all the contemporary Ksatriyas viz., the Calukyas Candellas, 
Palas, Rashtrakütas and Gurjaras. High and honourable posts, were 


1. Ibid. Most probably, this village is identical with the homonymous village in 
the Gaya district. 

2. Sankalia, H.D., ‘Studies in the Historical and Cultural Geography and Ethno- 
graphy of Gujarat, B.D.C.R.L, no. 3, 1949, p. 207. The original place 
of the Nagaras is still not clearly known but Sankalia opines that their original 
place might be Nagpur or Ahichchhatra (modern Ramnagar in Uttar Pradesh). 

3. Mirashi, op. cit., p. cixvi. 

. Ibid., no. 44. 

5. Ibid. 


A 
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mostly held by the Ksatriya but some of them were leading peaceful 
life.! 


The third caste was of the Vai$yas, They were strictly engaged 
in trade and commerce.? Some of the villages were named after the 
name of this community, viz., vānin-nagara, (the town of the Vai$yas). 


A grant from the southern Kalacuri region gives us the religious 
acts of a Vai$ya; a merchant named Vallabharāja (a feudatory of 
the Ratanpur Kalacuri) who constructed a temple, tank and reared 
mangoe groves.? 


The Kāyasthas were also an influential community in society. 
The Rewa Stone Inscription of Karna dated K.C.E. 800* mentions 
a legendary origin of the Kāyastha caste. This inscription states 
that a sage named Kāchara who practised penance at Kulaiica was 
the founder of this community. In course of time, the Kāyasthas 
took active part in administration and held high posts like that of a 
Prime Minister. Gollaka the descendant of Kayastha family was 
the Prime Minister of Yuvarājadeva I. He was orthodox and caused 
to carve the images of various incarnations of Visnu, viz., Matsya, 
Kūrma, Varaha, Balarama, etc., out of the huge rocks at Bandho- 
garh. Some$vara served his king as a diplomat and as the commander 
in the battle-field. 


The Vastavya family is also mentioned in the records of the 
southern Kalacuris. Govinda, a member of the Vastavya family 
migrated from the Cedimandala to Chhattisagarh whose sons viz., 
Ratnasimha and Devagana were famous prašastikāra.? 


The lower castes like sztradhàra are occasionally mentioned. 
However, an untouchable like Devapala of the Moci caste is mention- 
ed in the later records. He constructed a temple of Narayana at 


1. They are mentioned as an expert in calligraphy and praSastikdra in the records 
of the southern Kalacuris of Ratanpur. See Ibid., Nos. 93, 96, 97, 120. 
2. Ibid. no. 73. 
3. He was favoured by the queen Lachchhalladevi wife of Ratnadeva. Jbid., no. 
100. 
4. Ibid., no. 51. 
„See, f:n. 1. 
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Khalavatika (Khalari) in the Raipur district. It indicates his sound 
financial position and inclination towards religion. 


The position of women was high. Polygamy was in vogue as 

evidenced from the epigraphic and literary sources. For instance, 

Yuvarājadeva I married several princesses from distant countries. 

Gangeyadeva had hundred wives. According to the Khairaha and 

Jabalpur plates, all the hundred wives immolated themselves on the 

funeral pyre of the king. Mention may be made of another instance 

where a prince named Ulhanadeva died in a fight with king Jayasimha 

TE of Tripuri and his three wives performed Sati. The Sati custom was 
prevalent in society, though Sheorinarayan inscriptions suggest that 
it was not obligatory.t We find some evidence of the dowager queens 
who helped in the administration, e.g., the later Kalacuri records 


mention the help of notable queens Alhanadevi and Go$aladevi in the 
administration.? 


RELIGION 


The tendency of performing Vedic sacrifices seem to have vanish- 
ed from society after the sixth century A.D? But the Puranic 
Hinduism was making a greater headway since quite earlier times. 
Several gods of the Brahmanic faiths, i.e., Brahma, Visnu, Maheša, 
Gaņeša, and Kārttikeya attained importance and sectarian cults were 
gaining popularity. The available epigraphic and numismatic data 
enable us to understand the spread of different sectarian cults. The 


temples and several donations to Visnu and Siva prove their impor- 
tance during mediaeval India. 


However, Siva gained support of the rulers and become preva- 
lent in society. The earlier Kalacuri rulers were ardent Saiva. Tt is 
emphasized by their titles like Paramamahesvara, etc. They might 


have constructed temples for their ista devatā but the architectural 
remains are not available now. 


. Ibid., p. clxix. 
. Ibid. Nos. 60, 69. 


= 
N — 


3. The $rauta sacrifices were rarely performed but the grha rites, such as the 
paņca-mahāyajūas were in vogue among the Brāhmaņas as evident from the 
K earlier Kalacuri grants. 
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The major gods of the Hindu Trinity, viz., Brahma, Visnu and 
Rudra were highly praised in the Karitalai inscription of the Kalacuris 
of Tripuri. It indicates the eclectic spirit of the age. Though the 
temples dedicated to Brahmā are not available, nevertheless we find 
numerous subsidiary images in various temples of the Cedi country. 
However, next to Siva, Visnu seems to be.a popular god, for instance, 
the Amütya of Yuvarājadeva I named Gollaka caused the figures of 
the various incarnations of Visnu like the Matsya, Kürma, Varaha, 
Balarama, Parašurāma carved out along with a huge image of Sesa- 
Sayin Visnu at Bandhogarh.1 The Brahmana minister Some$vara 
used to perform Vedic sacrifices and he erected a huge temple of 
Varāha-Visņu in the name of Somasvāmin at Karitalai (Jabalpur 
disirict). 


Not only the common people but also the kings like Laksma- 
ņarāja made donations to the Brāhmaņas. His queen Rohada and 
son Sankaragana III made donations to the temple of Visnu. Build- 
ing of a temple and making donations by a Saivite king suggests his 
liberal attitude. The prince Sankaragana is said to be a parama- 
vaisnava. He built a temple of Sankaranārāyaņa at Baragaon which 
seems to be quite contrary to the Kalacuri traditions. 


Mention may be made of a temple of Jalāšayana (Visnu) at 
Mukundapur (Rewa) which was constructed by a sresthin Damodara. 


The figure of Gaja-Lakshmī on the Kalacuri coins indicate their 
devotional outlook towards Visnu. 


Inspite of all the evidences mentioned above, Saivism became 
paramount religion in the country of pāhala. lt was actively patro- 


nized by almost all the kings of the Kalacuri dynasty till the down fall 
of their reign. 


During the period, circa 8th-12th century A.D., Saivism received 
tremendous support from the Kalacuri kings and common people. 
It influenced much the political as well as the religious life of the 


1. The author could not visit the place because of certain conditions made by 
the Maharaja of Rewa, but was able to observe a photograph of it at the 
American Academy Banaras. See, A.A.B. Neg. No. 59.24. 
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period. The šaiva Acaryas got special patronage of the kings. Right 
from Yuvarājadeva I until the end of the reign of the Kalacuri king 
Vijayasimha, we find a long list of the $aiva Rajagurus. These 
Rajagurus played significant role in the field of art and architecture. 
They were also spiritual preceptors of the contemporary kings. 


Yuvarājadeva I was an ardent Saiva; he invited the šaiva Acaryas 
of the Mattamayüra clan? from far and wide places to his country and 
constructed magnificent Saiva temples and monasteries at Gurgi, 
Mahsaun, Chandrehe, Bilhari, Bheraghat, etc. His spiritual gurū was 
Prabhāvašiva, who is mentioned in both the Chandrehe and Gurgi 

» inscriptions. He belonged to the Mattamayüra clan. The Malka- 
puram inscription of the Kākatīya king Rudradeva states the Yuvarā- 
jadeva made munificent grant of three lakhs of villages of the Dahala- 
mandala to SadbhavaSambhu (Prabhāvašiva) who founded a monastery 
known as Golaki-matha. According to Radheysharana? the name 
of Gurgi might have derived from the matha known as Golaki-Matha,! 
which seems to be not plausible because the Golaki-Matha is identi- 
fied with the sixty-four Yogini temple at Bheraghat. From the Gurgi 
inscription of Kokalladeva, we learn that Yuvarājadeva built a 
lofty temple like mount Kailāša at Gurgi. The height of the temple 
can be deduced on the basis of its toranadvyara® and a huge ālingana- 
murti of Hara-Gauri which measures 3.97 metres in height and 1.63 


l. A list will be given at the end of the chapter. This list is prepared on the 
basis of available inscriptions discovered so far from various parts of the coun- 
try. The list is based on spiritual pedigree, i.e., Guru and Sisya traditions not 
as the father and the son. 

2. Purandara was the fifth Acarya of the Mattamayüra clan. The Ranod inscrip- 
tion (former Gwalior State) states that king Avantivarman was intiaited by 
Purandara to the $aiva faith. Later on, Purandara builta Matha at Matta- 
mayüra town and at Ranod. On the basis of the remains of the Hindu monas- 
tery, Mirashi has identified the town with Kadwaha near Terahi and Mahua. 
But Pathak has opposed the view and he has located the city of Mattamayüra, 
(the capital of Avantivarman) in the Rohtak region. See, Pathaka, V.S., 

i S.C.N.I., 1960, pp. 33-34. 

. Radheysharana, Jtihasa Anusilana, 1, pt. 1, p.95. 

. J.A.H.R.S., IV, pp.157 ff.; also, Radheysharana, op. cit., p.95. 
| 3 5. The toraņadyāra is now re-installed in front of Rewa Palace. 


hw 
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metres in breadth. Cunningham! has conjectured that the temple 
where this huge image was enshrined, might have been 100 ft., (30 m.) 
in height. Banerji? says that the height of the temple must have 
been 150 feet (about 45 metres) from the ground level. This lofty 
temple was situated on tbe northern side of a temple erected 
by Acarya Prašantašiva. Radheysharana? opines that the circular 
garbhagrha type of Saiva temples is indigenous conception of Prabha- 
vaSiva and his disciples. The temples at Mahsaun and at Chandrehe 
are unique examples of the Kalacuri style of the temple architecture. 
Banerji called it a Cedi style.* Yuvarājadeva's queen Nohalādevī 
was also a $aiva and she donated many villages to the Saiva 
monastery. 


The son and successor of Yuvarājadeva I named Laksamaņarāja 
paid much respect to the $aiva Ācāryas. His spiritual guru was 
Somašambu. Besides him, he patronised other Acaryas, viz., Hrdaya- 
$iva, whom he called from Madhumati and appointed him as an 
incharge of the Vaidyanatha and Nauhale$vara mathas. rdayašiva's 


disciple Aghorašiva was appointed incharge of the Nauhale$vara- 
matha later on. 


Sankaragana, the son and successor of Laksamanaraja, was a 
Vaisnava; he ruled for a very short time. But his son Yuvarajadeva II 
was an ardent Saiva. His spiritual guru was, probably, VamaSambhu. 


Kokalladeva II was also a $aiva and his spiritual preceptor was 
Vimalašiva who was succeeded by Vāstušiva; the spiritual gurū of king 
Gāngeyadeva. The illustrious king, Karna's spiritual preceptor was 
Rudrasiva.® The spiritual gurū of king YaSahkarna was Purusašiva and 
his disciple Saktisiva was preceptor of Gayākarņa. Kirtišiva, the disci- 
ple of Saktišiva was the spiritual preceptor of king Narasimhadeva. 


Cunnigham, A., 4.S.I., XXI, p. 152. 

. Banerji, op. cit., p. 43. 

Radheysharana. op. cit., p. 97. 

Banerji, op. cit., p. 45. 

The Jabalpur inscription of Vimalašiva, E.I., XXV, pp. 30 f., and Pathak, 
V.S., op. cit., p. 50. 


€ RUOTr- 
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According to the Jabalpur inscription, VimalaSivat was the last 
preceptor of the Kalacuri king Jayasimha.? It seems that for some- 
time he was the guru of Narasimhadeva also. 


The Kalacuri inscriptions provide us a fair glimpse of the life 
of Acaryas. We find a big genealogy of the Ācāryas running from 
Yuvarajadeva I till the fall of the Kalacuri dynasty. These Acaryas 
are sometimes mentioned in the records with their original places 
which indicate that they were attracted and called by the rulers to the 
capital. Some of the Rajagurus are mentioned among the royal 
officers who received the grants of the villages, lands, etc. They are 
communicated by the copper plates and charters. For instance, if the 
Malkāpuram inscription contains the facts, then one-third of the total 
revenue of Dahala-mandala was going to the matha only. Mention 
may be made of the Gurgi and Bilhari inscriptions where the dona- 
tions of the villages? are recorded for the maintenance of the monas- 
teries and temples only. From the Chandrehe inscription we may, 
however, presume that the life of the Ācāryas was quite peaceful and 
they were given all sorts of help to perform their austerities in the 
monasteries. Mostly, the monasteries were built on the bank of a 
river or sometimes, were provided with a large tank or a well. 


We do not have a detailed information about the maintenance 
of the monasteries. The Malkàpuram Inscription informs us that 
Vi$e$vara$ambhu adopted some measures for maintenance of the 
matha. He constituted the villages into an agrahara and established 
a matha, Satralaya (Charitable feeding house), Arogyasala (hospital), 
Prasūtišālā (manternity home), and a college for teaching several 
branches of Sanskrit. He appointed, a kayastha (as an accountant), 
a physician, and also a group of ten persons as gramasyaraksikah 
bearing the appellation Virabhadras. They were permitted to perform 


1. He hailed from the Kerala country. 

2. Mirashi, op. cit., p. 64, and p, clvii. 

3. Pantulal, R.J. J.4.H.R.S., IV, pp. 147-54. The Kalacuri inscriptions mention 
Vyākhyānašālas (lecture halls) sattrās (Charitable feeding houses) and gardens 
with which the mathas were provided: See., Mirashi, op. cit., no. 60. 
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punishments for serious offences. The mathas and Satralayas were 
provided with six brahmanas for several duties. Other facilities 
like the staff of bhatah (peons) were known as V'GERVSES were also 
given to the village and mathas. Mention may be t. ars 
class headed by a sthapati and a group of giten. Singers and ` 


musicians for each agrahāra. The rules and ģūalificātions for the - 


above appointment of the various posts were also fixed. ESSERI 


The income of the agrahāra was donated to the monasteries and 
on account of the donations, the Saiva Ācāryas were performing. zd 


penance for the welfare of the people. 


The Bilhari Inscriptions states that king Laksmanaraja NU 
marched from Tripuri to Somanatha Pattan with his whole armoury 
and worshipped Somanātha. He offered a golden serpent (Kaliya- 
Naga), to the god which was obtained by him from the king of 
Orissa.! 


During the reign of king Karna many religious buildings, tem- 
ples and monasteries were built, for instance, a lofty temple at 
Banaras known as Karanameru and a ghāta at Prayaga called Karna- 
tirtha still survive in the names. Most of the famous temples were 
built during his period. The temples at Sohagpur, triāyatan temple of 
Karna at Amarkantak, etc., are assigned to his period. 


Apart from the kings, high officials like ministers and the com- 
mon people also played significant role in constructing the temples 
and other religious monuments showing the secularism of the state.” 
Mention may be made of a Kayastha Amatya of Yuvarajadeva I who 
converted himself to the Saiva faith without any pressure of his lord 
and Vāpulla, (one of the generals of the king puc built a pafica- 
yatana temple of Laksmi-Nàrayana.? 


Jas. 95 4 
RAH—A 
Mirashi, op. cit., p: clx. 


2. The Sheorinarayan inscription mentions that a Moci (shoe-maker) built a 
magnificent temple of Visnu. 
3. Rewa Stone Inscription of Karna, K.C.E. 800. 


— 
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Jainism! and Buddhism? flourished simultaneously with the 
Brahmanical faiths. A number of images of the Jaina tirthamkaras 
and a few Buddhist images are discovered from the entire region 
which confirm the view. At Saranath, Māmaka (the wife of Dharme- 
Svara, a follower of the Mahayana) got a copy of the Astasahsrika- 
prajītā written, which she got prepared on the order of the venerable 
monks of the Mahabodhi Mahābihāra. 


Most of the Kalacuri grants to the Brahmanas are made on 
sacred fithis, on the occasion of Sradha? ceremony. The fithis were 
following lunar eclipse, while some of them are made on kārttika- 
pūrnimā.* Mention may be made of a grant which was made on 
Yugadi (New year day). No grant is found on the occasion of a solar 
eclipse. 


The šākta cult was also flourishing in the country as evident by 
the discovery of various Sakti images which will, however, be discussed 
in the chapter on iconography. 


CULTURAL GEOGRAPHY 


The distribution of the monuments, inscriptions and different 
places mentioned therein, prove that the Kalacuris of Tripuri must 
have ruled over a large empire. But this big empire was neither 
acquired by one king nor it was the achievement of single compaign. 
No doubt, the illustrious kings like Gangeyadeva and Laksmikarna 
made extensive conquests and thus they extended the boundary of 
their empire. However, sometimes, weak monarchs had ascended 
the throne and lost a few parts of their territory and even could not 
protect themselves from the invaders. 


i 


. The images of tīrthamkaras, and other female deities are preserved in , Dhubela 
and Allahabad Museums. A lofty image of tīrthamkara is still preserved in a 
small shrine at Bahuriband which was installed by a Samanta of Gayākarņa. 

2. The account of Yuwan-Chwang informs us that there were more than 
hundred Buddhist monasteries and about 10,000 Brethren, all Mahāyānists, near 
the capital of southern Ko$ala. See. Watters, T., O.Y.C., II, p. 200. 

. Mirashi, op. cit., no. 48. 

4. Ibid., no. 50. 


U 
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Some of the monuments are only a part of the glorious religious 
and civic monuments of the large kingdom*of the Kalacuris. These 
monuments give the approximate idea of their field of cultural acti- 
vities which enable us to determine their territorial boundary. 


The northern boundary of their territory might be the lower 
course of the river Ganga, i.e., from Allahabad to Banaras as indi- 
cated in the inscriptions of Karna. The places mentioned in the 
inscriptions are Prayāg, Kusumbapattala (Kaušāmbī) and Candapaha 
(Chanpaha) in the Allahabad district, Srusi (Sursi) in Mirzapur dist- 
rict, Sarnath, Karnaghanta in the Banaras district. 


The southern boundary was probably the upper course of the 
river Narmda, i.e., from Amarkantak in the Shahdol district to the 
foot of Bhanrer hill (Jabalpur district)? The monuments and the 
places mentioned in their records are at Amarkantak, Sohagpur 
Maribagh, Narasimhapur and Dharhar, etc., Baragaon in the Mandala 
district, Bheraghat, Gopalpur and Tewar in the Jabalpur district. 


The western as well as north-western boundary may be approxi- 
mately determined from the valleys of the rivers Sonar and Bearam 
as confirmed by the monuments discovered at Nohata, Abhana in the 
Damoh district and further north alongwith the lower part of the Panna 
ranges up to lower Yamuna valley near Kosam.? Apart from the monu- 
ments found in the region, the inscriptions discovered at Lalpahar 
(Satna district), Chhoti-Deori (Jabalpur district) and the places mentio- 
ned therein determine the boundary on the west and the north-west 
side. The boundary on the east and the south-east lies at the north 
spur of Amarkantak from Ghaghra to Deogarh alongwith the river 
Gopat from its origin to confluence with the river Son, in the north- 
east direction upto Banaras.‘ The rivers Son and Karmanasa might be 
the last boundary towards the above mentioned direction. The 
monuments and inscriptions are discovered at Chandrehe (Sidhi dis- 
trict), Sursi (Mirzapur district) as well as Sarnath in Banaras district. 


1. Mirashi, op. cit., nos. 48, 50. 

2. Radheysharana, J.M.I.P., V, p. 47. 
3. Ibid. 

4. Radheysharana, op. cit., p. 48. 

5. Ibid. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


— —SBEÉEENSESEEER 0000 0 0 000 0 0.2 001 


d 5 wm! 


MÀ rae 


24 Art and Architecture of the Kalacuris 


On the north-east, the river Karmanasa seems to be the final 
boundary which was occupied during the reign of Gāngeyadeva and 
Karna. 


The geographical limits of the Kalacuri kingdom thus range 
approximately from 22°30’ North to 25°45’ North latitude and bet- 
ween 79*30' East and 83°00’ East longitude.! 


From the above approximate boundary of the Kalacuri empire, 
we may presumably say that their influence ranged from the capital 
Tripuri (in the south-west) to Banaras and Mirzapur (on the north- 
east) and from Amarkantak to the Bhanrer range in the south. The 
river Ganga was the boundary from Allahabad to Banaras in the 
north. The eastern boundary was the river Karmanasa (a tributary 
of Ganga). Thus, the length of their territory, from east to the 
west was about 360 km. and the width i.e., from north to the south 
was about 320 km.? 


The whole empire may be divided into three natural divisions, 


i.e., (1) The Gangetic valley, (2) The Narmada valley, and (3) The 
hilly areas. 


(1) The Gangetic Valley 


The river Ganga and its tributaries like the rivers Yamuna, 
Tons, Karmanasa drain the northern part which was the lower 
plateau of the Kalacuri kindom. The land is most fertile and 


thickly populated. The important places of the monuments and 


inscriptions are Sarnath, Karnaghanta (Banaras district), Sursi 
(Mirzapur district), Goharawa Pabhosa, Prayaga (Allahabad district), 
Alhaghat, Lalpahar, etc., (Satna district). 


(2) Narmada Valley 


This valley is a narrow strip formed by the Narmada and its 
tributaries like Hiran, etc., in the south-western part of the Kalacuri 
empire. Itis comparatively less fertile than the ‘Gangetic valley. 
But it had always been the region of central power or had the capital 
Tripuri. It has older alluvium deposits which is blackish, sticky 


1. Radheysharana, op. cit., p. 48. 
2. Ibid. 
3, Radheysharana, op. cit., p. 51. 
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and fine grained. It is bounded by escarps of Bhanrer range in the 
north-east and by Satpura hills in the east.  Tripuri, Bheraghat, 
Gopalpur, Bahuriband, Bilhari, Sihora, etc., are the important places 
in this valley. 

(3) The Hilly Areas 


The major part of the Kalacuri kingdom was covered by the 
hills. They spread from the east to the west. Three prominent 
parts of the hills may be mentioned as follows : 

(A) The western ranges of the Vindhyas, 

(B) The Eastern Vindhyas and the upper Son Valley, and 

(C) The south-eastern ranges of the Satpura and the lower Son 

Valley.? 


(A) The Western Ranges of the Vindhyas 


The ranges are south-eastern escarpments of the plateau. It 
starts from near the confluence of the river Hiran with the river 
Narmada, running towards the north-east and borders the courses 
of the rivers Hiran, Katangi, Mahandi. Towards the north-west of 
the plateau low hills are existing. The south-western faces are cove- 
red with the Bhanrer range upto Katangi. The rest of the hills are 
known as Kaimur range. Baragaon, Chhoti-Deori, Bharatala-Deori 
(Jabalpur district) and Nohata, Abhana (Damoh district), are the 
important places in the western parts of the Vindhyas. 


(B) The Eastern Vidhyas and the upper Son Valley 


In the eastern parts, the Vindhyas escarpments border the Son 
valley in the north and run parallel to it. On the north it is under- 
lain by the sandstone rocks. Deodaha (a hilly tract near Gurgi) 
contains fine sandstone which was probably selected by the Kalacuri 
artists for their artistic skills. The important places, in the north of 
Son are Gurgi, Mahsaun, Khajuha, Baragaon, Rehuta, Marai, 
Baijnatha and Deotalao, etc. In south of Son is Chandrehe, situated 
at the confluence of the river Son and its tributary Banas in the 
Sidhi district. 


]. Radheysharan, op. cit., p. 51. 
2. Ibid., p. 52. 
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(C) The South-Eastern Ranges of Satpura and the lower Son Valley 

It extends from west to the east along the Narmada valley 
throughout its length upto Jabalpur. Several river valleys and hills 
are found between Amarkantak and Jabalpur. Two rivers Narmada 
and Johilla traverse their upper courses from the spurs of Amar- 
kantak. Subsequently, the river Narmada takes a western course, while 
the river Johilla takes a north-eastern course to join the river Son. 
The prospect of the settled life in this area is meagre. The forest 
abounds in the Sal and Teak trees. The monuments are mostly 
found along the lower course of the river Son in the east of the 
Amarkantak escarp. The dense forest might have had some natural 
routes of communication from Tripuri to Amarkantak. The impor- 
tant places of the Kalacuri monuments are Sohagpur, Antara, 
Singhpur, Bandhogarh, Amarkantak, etc. 


SAIVA ACARYAS OF THE MATTAMAYŪRA CLAN. 
Kadambaguhadhivasin 
Sankhamathikadhipati 

Terambipāla 


Amardakatirthanatha 
(alias Rudrašiva) 


1 Purandara 
(alias Mattamayūranātha) 


Kavacasiva Dharamasambhu 
Sadāšiva Sadasiva 
Urdayasiva Purandara 
(alias Madhumateya) 
Vyomasiva 
Cūdāšiva 

‘Patangasambhu 
3 f | 

Hrdayaśiva Prabhāśiva 

Aghērašiva Prašāntašiva 

- ee 
Isana$ambhu Prabodhasiva 


Mirashi, op. cit., p. cliv. 
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ARCHITECTURAL REMAINS 


SAIVA TEMPLE (MAHSAUN) 


The temple is situated at Mahsaun, a village situated at a 
distance of about 15 kms. from Rewa and about 2 kms. away towards 
south from Rewa-Gurh road. The place is situated very close to the 
Gurgi mound. 


The temple stands on the bank of a big tank, on a ruined jagatī. 
It faces west and consists of a circular garbhagrha, rectangular 
antarāla and mandapa. 
EXTERIOR 

There are two flat mouldings at the adhisthana; the preserved 
and developed form of which can be seen in Chandrehe temple. 


Above these mouldings there is another moulding which is adorned, 


with ardharatnapuspa. This scheme of decoration continues on 
entire adhisthana including mandapa. Above it, at a certain height, 
below the jaigha, a flat moulding is provided with a modified form of 
candrasala design. The entire adhisthana is surmounted by two 
mouldings, i.e., the kumuda and a flat moulding. while the later one 
is décorated with candrašālā design. 


The jangha is divided into three parts by two bandhanas. These 
bāndhanās are decorated with puspakarma and malakarma, the lower 
and upper respectively. The upper two parts are smaller than the 
lower one. 


The jaůghā is surmounted by deep mouldings but only lower 
moulding exists now. It is decorated with malakarma. The temple 
has lost its $ikhara. The above mentioned scheme is continued on 
the walls of the antarāla too. 
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Thus, the external wall of the garbhagrha is horizontally 
divided into three, but vertically it is divided into thirteen rathas. 
These plain rathas are projected from the wall and each of them, 
might had been corresponding equal number of the rathas but 
damaged.! 


The wall of the gable-roof starts from the corresponding height 
of the topmost moulding of the jamgha. On the north it bears a 
figure of standing Sive with two arms, one of his hands is in 
abhayamudra. 


Facing west, the sukanāsikā bears two panels of devakosthas. 
Both the panels contain a row of three devakosthas, flanked by round 
kudyastambhikas. Each devakostha contains a ratnapuspa. In both 
the panels, the central devakostha is bigger than the either side 
devakosthas. On the top, a big devakostha is placed, flanked by the 
round kudyastambhika, but empty. On either side of it, specially, on 
the north an apsara is represented; close to her the figure of standing 
Brahma is visible. 


The topmost devakostha is surmounted by the candrašālā design. 


The mandapa is open from either side, i.e., the north and south. 
A ribbed chhajjā runs along three sides of mandapa. The roof is 
built by placing the plain slabs but seriously damaged. 


INTERIOR 


A flight of five or six sopanas leads from earth level to the 
mandapa, on the west. On either side of the entrance, a row of four 
stambhas supports the roof. The front stambha is placed jointly and 
the last is a kudyastambha. All the stambhas are divided into two by 
a Silāpatta, which serves as the bench for the upper part of these 
stambhas. The lower part of the stambhas and kudyastambhas is 
comparatively thicker than the upper part. The lower part is 
smaller in height than that of the upper part, for instance, it measures 
1.7 metres and 1.73 metres, lower and upper respectively excluding 


1. The images are fixed on the walls but we doubt its original place. 
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the thickness of the $i/āpattas. These stambhas have bracket Sirsa. 
All the stambhas are square with chamfered corners. 


The mandapa measures 4.25x 2.46 metres in length and breadth. 
The dvara to the garbhagrha measures 2.75 x1.10 metres in length 
and breadth respectively. The dvāra-šākhās are quite plain like the 
šākhās in the Chandrehe temple. 


The antarala is a very small chamber with a kudyastambha on 
either side. These kudyastambhas are square at the base and the 
corners are chamfered. 


The garbhagrha is circular internally as well as externally. At 
the centre a lirīga is placed without arghapatta but its vinirgama is on 
the north. 


This temple is second specimen of circular type, discovered so 
far, in the Kalacuri territory. It is supposed to be one of the 
earliest temples of the Kalacuris.! 


SAIVA TEMPLE (CHANDREHE) 


The temple is situated at a village Chandrehe in district Sidhi 
(M.P.). The temple stands on a high jagat? on the right bank of 
river Son, at a distance of 50 Kms. near Rewa-Bhanwarsen road. 


EXTERIOR 
The temple is built on a circular ground plan externally as well 


as internally. It consists of a circular garbhagrha, rectangular 
antarala and mandapa. 


The jagat measures 15x10.25x2.15 metres in length, breadth 
and height respectively, and faces west. The jagati is reached by a 
flight of eight sopānas from ground level. A further flight of six 
sopünas leads from jagati to the mandapa. 


There is a khura type of moulding at the adhisthana which is 
surmounted by two flat mouldings. They are slightly sunken and 
adorned with candrašālā design. Above this, it bears a kumuda 


1. Radheysharana, 4.7.0.C. pt. II, p. 41 (23rd Session, Aligarh). 
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moulding surmounted by two flat mouldings which are also decorated 
with candrašālā design. "These mouldings are continued on the entire 
adhistāna of the temple but above it, the decorative motif differs in 
scheme. A flat moulding with candrašālā design is introduced which 
bears the super-imposed candrašālā design. It continues on the 
walls of antarāla. This flat moulding is surmounted by two other 
mouldings which are adorned with ratnapuspa and candrašālā design 
respectively. There is a sunken decorative pattikā between the two. 


The entire jarghā is divided into two tiers by a bandhana with 
two mouldings. The lower moulding is flat and decorated with the 
ratnapuspas. The lower tier is bigger than the upper one. The 
entire external walls of the garbhagrha are divided, vertically, into 
eleven rathas. They are projected from the walls and are absolutely 
plain. The walls of antarala are plain. The upper tier is smaller 
and plain, but it is surmounted by three deep mouldings among 
which the lowermost is adorned with the Kirtimukhas. All these 
arrangements continue on the walls of antarāla. 


. Each ratha emanates corresponding rathas from the base of 
Sikhara and they reach the amalasüra. They are crowned by 
candrasala design. The rathas are adorned with a modified form of 
candrasala design. The rathas are represented by sunken line on the 
Sikhara. 


The amalasara is placed very close to the rathas due to which 
the entire śikhara looks stunted. Apart from that the VERE are less 
curved which form a stunted shape of the sikhara. 


The amalasara touches the skandha and crowned by the candrika 
over which an amalasarika is placed with a kala£a. 


Corresponding the height of the base of $ikhara, the gable-roof 
tarts with a horizontal panel of devakosthas which bear the gajathara 
elephant faces like decoration. Above this panel four horizontal 
pattikās are placed, adorned with ratnapuspas and condrašālā 
designs. The upper panel bears two miniature temples, under these 
temples, two male figures are visible are flanked by kudyastambhikas. 
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On either side of them, one more human figure is sculptured but all 
these figures are unidentifiable because of unapproachable height. 
Above this, two more paftikās are placed, which are decorated with 
latakarma and jalakarma respectively. At the top, a devakostha is 
shown which contains a ratnapuspa. It is surmounted by super- 
imposed candrasala design. The above mentioned decorative 
scheme is attempted on both the sides, i.e., the north and south 
walls of the gable-roof. 


Facing west, the šukanāsikā, at the base, has a panel of three 
ratnapuspas which are separated by the kudyastambhikas. The 
central ratnapuspa is bigger than the others. This panel is flanked 
by two miniature temples on either side. Above this, it is decorated 
with the caitya-medallions. In the centre of the topmost medallion, 
a four faced deity is sculptured but unidentifiable. In other temples 
of the Kalacuris these are generally empty. For instance, in the 
Amarkantak group, these medallions are usually left empty. 


The kudyas of the mandapa on the north and south, have two 
common mouldings at the base, decorated with the /atakarma and 
ratnapuspas, above which, they are divided into ten vertical 
pattikas, which are represented alternately sunk. This panel is 
surmounted by two mouldings of the same nature,as the base. The 
back resting walls contain different style of decoration. Here, the 
vertical pattikās are separated by double kudyastambhikās formed by 
placing the ghatas, one obove the other. The kudyas facing west, 
bear a peculiar motif, i.e., modified form of ghatapallava design is 
shown between the /atakarmas. Each panelis separated by a bigger 
ratnapuspa. 


The roof of the mandapa is built on phamsana style but now it 
is seriously damaged. A graceful chhajja runs on all the three sides of 
the mandapa. 

INTERIOR 


. The entrance to the mandapa is on the west. The mandapa 
measures 2.45 x 2.25 metres in length and breadth respectively. The 
, kudyas are divided into two brackets by a kudyastambha. On either 
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side of the brackets, there is a kudyastambha. The kaksāsamas support 
the stambhas. The bench measures 64 cms. The stambhas support 
the weight of the roof of the mandapa. The central square stambha 
is flanked by a kudyastambha on the east and a square stambha on 
the west. They measure 1.25 metres in height excluding the cruciform 
capitals. They are decorated at the base and Sirsa with the rekha- 
karma and latakarma but the shaft is quite plain with the chamfered 
corners. 


The vitana is built by placing the circles one above the other. 
The space of the circles is decorated with the Kirtimukhas an. 
puspakarma. At the centre a vikasita puspa is placed. 


The dvāra measures 1.6687 metres. The šākhās are quite 
plain but the udumbara is decorated with latākarma. 


The antarāla measures 1.68X 63 metres in length and breadth 
respectively, and consists of a kud yastambha on either side. 


The garbhagrha is circular as mentioned above. The level of 
it is slightly higher than the mandapa. At the centre, an arghapatta 
is placed with its vinirgama towards south. Its height is 55 cms. 
from the level of the garbhagrha. Externally, the garbhagrha has a 
makarakrti gorgyle to throw the water of ambulation, towards south. 


The vitana of the garbhagrha is built by placing the inter 
secting circles and in the centre a vikasita kamalais placed. 


VAIDYANATHA TEMPLE 
(BAIJNATH) 


The temple is situated near a small village Baijnath, at a dis- 
tance of about 15 Kms. from Rewa and about 2 Kms. away from 
Rewa-Satna road. 


The temple stands on a high mound on the bank of a shallowed 


tank. It is built on triratha plan and now consists of a square garbha- 
grha and a rectangular antarāla.! 


1. On the basis of ruined walls of the mandapa and remains of pillars, Cunning- 
ham presumed that it might have been consisting of a square, measuring 5.50 


metres mandapa with sixteen pillars. See, Cunningham A., A.S.J., XXI, 
pp. 154-55. 
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EXTERNAL 


There is a flat moulding at the adhisthana. Above certain 


height it bears a ghata moulding surmounted by another flat 
moulding. 


The jangha bears a tier of devakosthas flanked by the kudyastam- 
bhas. The central ratha bears a bigger devakostha, while the subsi- 
diary rathas, a small devakostha. 'This arrangement continues on 
the external walls of the antarala. All the devakosthas are empty 
except the central one, facing south, which bears a figure of nrtya- 
Ganapati. The upper portion of all the rathas are adorned with a 
modified form of candrašālā design. The entire janghā is surmounted 
by three deep mouldings. Above the top moulding, the sikhara has 
collapsed on all sides. 


INTERIOR 


A projected kudyastambha is preserved on either side of the 
dvara. They are square at the base. 


The dvàra is profusely sculptured. It belongs to Nandini class 
of the dvāras, as mentioned in the texts.! It consists of all its essen- 
tial sakhas viz, the patrasakha, gandharvašākhā, rūpastambha, 
khalvašākhā and sirhhasakha; the patrašākhā is the innermost. At the 
base of these sakhas, Ganga and Yamuna are sculptured with their 
vāhanas and female attendants in conventional posture with a kalaša. 
They wear a peculiar kirita-mukuta alongwith their usual ornaments 
and behind them a naga-hood is visible. The sculptural figures of 
Sivaganas are depicted on either side of the Ganga and Yamuna, as 
usual. Above the heads of the Sivagana two seated human figures 
and two parrot like birds are engraved. All the subsidiary sakhas 
of the dvāra are supported by vamanakrtis. The rupastambha is 
divided into four niches, bearing the figures of amorous couples. On 
either side of the dvara another sculptured pattika is placed where 
lata is shown springing out from a ghata, i.e., the ghatapallava design 
is depicted. 


1. Jain, B., Prāsāda Mandana, 1963, pp. 68-69. 
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The udumbara is damaged but mandāraka is preserved with the 
latakarma, on either side of which Gandharvas are represented. 


The uttaraūga consists of all its components, i.e., the patrasakha, 
trisākhā mālādhara, chhajji, phalana, rathikā and kantha. lt bears 
two projected sculptured blocks on either side, at extreme corners, 
ie. the south and north. They bear the sculptures of a female 
known as Vrksikas, most probably, inspired by the Kalidasa's texts 
named the Meghaduta.! 


The /alatabimba contains a seated figure of Lākulīša with four 
arms. The figure is sculptured in devakostha flanked by the kudyas- 
tambha and surmounted by candrasala design. 


The rathika bears the figures of seated Sapta-Matrkas on its 
Southern part, with the seated Gane$a and an indistinct image of a 
male deity, most probably, Virabhadra.? On the northern part, eight 
human figurines are engraved, all appear to be of male but not 
identifiable. However, we may presume that they are Navagrahas, 
as generally found on the uttaranga of the Kalacuri temples. The 


udgama is occupied by the horizontal pattika adorned with the 
latakarma. 


The antarala measures 2.91 x 1.32 metres with a bigger 
kudyastambha on either side. 


The garbhagrha is square measuring 2.44 metres. It consists of 
a kudyastambha in its each karma. An arghapatta is placed but not 
in the centre of it. 


The vitana of the garbhagrha is built by intersecting squares 
and in the centre a Vikasita kamala is placed. 


SAIVA MONASTERY (CHANDREHE) 


The monastery is situated at Chandrehe, a village in Sidhi 
district of M.P. on the bank of the river Son? 


1. Sivaramamurti, C., Sculptures Inspired by Kālidāsa, 1942, p. 20 fig. 16. 
2. Banerji had mentioned that the figure might be of Siva but the figure of 
Virabhadra is generally found in the other monuments. 


3. For details of its situation see, the description of the Saiva temple at 
Chandrehe. 
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It faces north, very close to a Saiva temple described previously. 
There is an open verandah and a mandapa with the kudyas on its 
three sides. These kudyas are adorned with the identical decorative 
motifs as the kudyas in the temple situated in front of the monastery. 
These kudyas have the kaksāsanas. Three stambhikas rest on the 


bench with bracket capitals and support the weight of the roof of the 
mandapa. 


A row of nine stambhas with bracket capitals supports the 
weight of the roof of the verandah. The verandah measures 31 
metres in length and 2.20 metres in width. 


The central dvāra of the monastery is situated in the mandapa, 
mentioned above. An inscription, fixed on either side of the dvāra, 
mentions the date of its foundation, i.e., the Kalacuri Cedi Era 724 
(=972 A.D.) alongwith the spiritual geneaology of a Saiva Acarya 
named PrabodhaSiva who was the founder of the monastery. 


The central dvāra of the monastery belongs to the Nandini 
class, but its subsidiary šākhās are indicated by sunken lines. They 
do not bear any sculptural figure. 


At the base, on either side, Ganga and Yamuna are sculptured 
in conventional posture with their female attendants under a branch 
of tree, as a dvarapala. They are flanked by Sivaganas. They are 
nicely ornamented and a nāga-hood is visible behind their head. A 
human figure, in afijalihasta-mudra, is hanging from the branch above 


the head of both the deities. Their vàhanas are visible under their 
feet. 


The uttaranga contains three projected brackets which bear the 
sculptures, as follows : 


The eastern and western brackets bear the figure of a standing 
female deity, most probably, Parvati with four arms. A kneeling 
devotee is represented on either side. Both the figures are quite 


mutilated to be recognised. The prabhavali is visible behind their 
heads. 
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The central bracket bears the figure of nrtya-Siva with ten 
arms. A kneeling devotee is visible, on either side. The dvara 
leads to an interior verandah through a narrow passage. 


There is a square quadrangle in the centre of the monastery. 
It measures 5.19 metres on each side and has a row of four stambhas 
to support the roof of the courtyard. 


The verandahs measure, in length and breadth respectively, as 
follows : 


1. The northern verandah, from east to the west- 
measures 9.15x 2.14 metres. 


2. The eastern verandah, from the west to south- 
measures 10.68x 3.5 metres.! 


3. The southern verandah, from the west to south- 
measures 11.90x3.5 metres. 


4. The western verandah, from the south to north- 
measures 10.37x2.83 metres. 


The eastern verandah is divided into two by a row of six 
stambhas and has six kudyastambhas to support the weight of 
additional roof. On the north, it has an additional passage 
measuring 2.85x2 meters in length and breadth respectively. This 
passage serves as the verandah for two rooms; situated face to face 
in the eastern and northern wings. 


The western verandah is also divided by a wall which, however, 
will be discussed elsewhere. 


The bigger room, situated on the north of the eastern wing 
measures 4.70 metres square and fiitted with a sculptured dvara. 
It has a kudyastambha at three of its karnas and a kudyastamba, on 
either side of the dvara, to support the additional weight of the roof. 
The eastern wall of this room is ruined. Banerji has suggested that 
there might have been another entrance (dvāra) on the east.? 


1. The additional breadth of this verandah is 2.75 metres. 
2. Banerji, op. cit., p. 38. 
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The dvara bears the figures of Ganga and Yamuna, on either 
side with their female attendants, as dvārapāla. They are flanked 
by Bhairava. The other subsidiary figures are identical with those 
represented on the main dvara of the monastery. The remaining 
portion of the sakhas are absolutely plain, but the uttaranga bears 
three projected brackets which contain the sculptural figures as 
follows : 


The left bracket bears the figure of Laksmi in Gsana posture 
with four arms. 


The central bracket bears an image of Ganapati, in Gsana 
posture on an embroidered masuraka with four arms. 


The southern bracket bears the figure of āsana Sarasvati with a 
vind. She is represented on an embroidered mašūraka and has four 
arms. Mention may be made of devakostha, introduced on the 
northern wall of this room which is beautifully decorated by 
candrašālā design. In the entire monastery no such devakostha has 
been found. The utility of such a bigger devakostha cannot be 
definitely mentioned here. It might be an arrangement to keep 
the lamps. 


The eastern wing contains two more rooms. The central room 
is smaller and fiitted with the plain dvara but the southernmost 
room is comparatively bigger, i.e., it measures 7.14x3.36 metres in 
length and breadth respectively. 


The dvāra of this room is sculptured, for instance, the uttaranga 
(lintel) contains three projected brackets which bear the sculptural 
figures as follows : 


The left bracket bears a standing figure of Durgà Q) with four 
arms. She is quite defaced but her v@hana Simha is visible near her 
feet. A male devotee is represented on the left in standing posture. 


The central bracket bears the figures of a Guru and Sisya. They 
have a peculiar jatāmukuta. One of them is looking at front but the 
other one is facing the previous one. 
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On the southernmost bracket, Sarasvatiis represented in Gsana 
posture with four arms holding a vīņā with two of her hands. A 
female devotee is sculptured, on either side, with a vind in standing 
posture. But these figures are quite mutilated. 


The southern wing is seriously damaged on its back side. But 
the front portion of this wing is fairly preserved. There were at 
least seven rooms in this wing. Some of them were adjacent to 
each other by a narrow dvāra. The room, situated on the eastern 
corner, Was comparatively bigger. But its entrance was through the 
adjacent room. The remaining parts of this room, i.e., on the east 
and south, are damaged. The second room has a kudyastambha in 
the western and eastern walis, which support the additional weight 
of the roof. Most probably, it had a kudyastambha at each corner 
but damaged. 


The western room is very small and opens in the bigger room. 


The central part of southern wing is occupied by a bigger room, 
which is quite separate and opens to the verandah. It has sculptured 
dvāra-šākhās. The figures represented on the dvāra are identical with 
those sculptured on the dvāra of bigger room mentioned above in 
the eastern wing at the northern corner. Three more rooms are 
situated in the western part of the southern wing but most of them 
are seriously damaged. The central room is comparatively bigger 
than the other two rooms and it has an adjacent room on the east. 
This bigger room opens into a narrow passage, situated in the western 
wing. It measures 9.76% 1.91 metres in length and breadth respecti- 
vely. The last room! situated on the west, opens into a small room 
which itself has its opening into a narrow passage measuring 9.76x 1.91 
metres in length and breadth respectively and situated in the 
western wing. 


The western wing contains four smaller rooms, excluding a 
bigger room situated on both the ends, i.e., the south and north. 
These rooms are separated and open into the same covered passage. 
The passage opens into the verandah at the northern corner. The 


]. This room is almost ruined. 
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bigger room of this wing contains a kudyastambha at each corner. It 
opens through another room which is situated in the northern wing. 


The utility of small rooms cannot be definitely mentioned but 
Banerji’ has suggested that these rooms might have been reserved for 
superior ācāryas, to keep themselves separate from junior ācāryas 
during their penance. The passage is covered with the same purpose. 


The northern wing is occupied by two big rooms and two 
small. rooms. The smaller rooms measure 2.75x1.88 metres and 
2.59 x 1.68 metres in length and breadth respectively at its western 
part. The bigger room, situated at western corner, opens in the 
verandah. Both the later rooms are damaged. The smaller rooms 
are adjacent. One of these i.e., the eastern one has a kudyastambha 
at its corner and opens in the narrow passage mentioned above. 


A small room, situated at the eastern part of the northern 
monastery, is quite dark and opens to the east as stated previously. 


Above the southern and western wings, the remains of the 
second storey are still existing which give an idea of double storeyed 
monastery. The upper storey has a narrow verandah above the 
lower verandah. The kudyas are decorated with the similar fashion 
as attempted on the kudyas of the mandapa of monastery or other 
temples of the Kalacuris. Banerji? has suggested that there were 
three dvāras in both the wings, i.e., the southern and western. 


A narrow and sloping chhajja runs around the verandah of 
quadrangle. From the cornices three gorgyles, in the shape of 
vamanakrti, are projected to throw the water of the upper storey. 
They are beautifully sculptured and wear a mala. 


A. survey of the monastery gives an idea of the general features, 
as follows : 


The monastery consists of two groups of rooms, viz., (1) the 
smaller rooms with plain dvāra, and (2) the bigger rooms with 
sculptured dvāra. Banerji? has suggested that the rooms, fitted with 


]. Banerji, op. cit., p. 40. 

2. Ibid. This type of Chhajjā is found in a Selon et monastery at Surwaya 
in the Shivapuri district. 

3. Ibid. 
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the sculptured dvāra, represent the figures of various deities and 
semi-divines which indicate these rooms were for worship or used as 
shrines but the rooms with plain dvāra might have been used for the 
dormitories or store-rooms. 


The verandahs, situated on the east and west were divided 
into two either by a row of stambhas or a wall. 


The bigger rooms situated on the west, in the northern wing 
and on the north in the eastern wing, are larger than other rooms 
inthe entire monastery. These rooms might have been utilised as a 
reception hall for the common meeting hall, as suggested by Banerji.! 


As regards the second storey, it might have been used for 
conducting classes for novices or for library. 


The roofs are all flat except in a bigger hall which was built by 
intersecting squares formed by the decorated stone-slabs. But these 
slabs are ruined and ajfew parts are existing now. The description 
of roofs are elaborately quoted by Banarji? from Beglar's report. 


Thus, the entire plan of the monastery gives an idea of civil 
architecture. According to the plan, all the facilities were provided to 
the Saiva acaryas to perform their religious observances. 


TORANA OF SAIVA TEMPLE AT REWA 


This torana was discovered at Gurgi mound, situated at distance 
of about 15 Kms. from Rewa, near Rewa-Gurh road. It is supposed 
to be the main entrance to a Saiva temple at Gurgi but the temple is 
ruined. Now, it is installed in front of Maharaja's palace at Rewa. 


The torana consists of two octagonal stambhas with four 
sculptured horizontal lintels. Tt belongs to uttaranga class of toranas, 
as mentioned in the Silpasastras? Both the stambhas and the lintels 
are decorated with the figures of various deities, semi-divine and 
human being, etc. 


1. Banerji, op. cit., p. 36. 
2. Ibid. p. 37. 


3. Sompura, op. cit., pp. 45-46. The technical terms have been taken from the 
above texts. 
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FACING EAST 


At the Pitha or (adhisthana), both the stambhas are octagonal. 
On each face, a male figure is sculptured in standing posture, flanked 


by a slender and ringed kudyastambhika. The figures are defaced. 


The kumbhi adorned with super-imposed candrašālā design 
surmounts the brackets containing a human figure. Above the 
ghata moulding, ratnapuspa design is shown. 


The vedika is adorned with the figures of standing apsaras, 
which are flanked by the slender kudyastambhkas. Each bracket 
is supported by a vāmanākrti and surmounted by three miniature 
Sikharas. 

The stambha of the torana is divided into two by a band of two 
pattikas, decorated with malakarma and Kirtimukhas respectively. 
Both, ie., the upper and the lower parts are comparatively thinner 
than the other parts of stambhas. One each face, they bear the 
amorous figures. These figures are shown in a group of three figures, 
i.e., one male and two females; flanked by a kudyastambhika. Each 


bracket is supported by two pattikas adorned with the malakarma 
and kirtimukhas. 


The bharani and saru (above the janghā) are decorated with 
vāmanākrtis and malakarma. 


The gadadi (above the saru) contains the same eight vertical 
brackets but separated by the rampant Vyalas. Each bracket contains 
an apsara in standing posture. 


The pāta (uppermost bracket) bears eight “vertical brackets 
which contain the sculptural figures of various deities like Karttikeya! 
with ten arms, Vārāhī with four arms, on the left stambha, a nrtya- 
Ganapati? with eight arms, Brahmāņī with ten arms on the right 
stambha. All the above mentioned deities are represented under the 
branch of a tree with their vahanas and devotees. Above trees animal 
figures like monkeys and birds are displayed. The remaining parts of 


1. See, the chapter dealing with iconography. 
2. Ibid. 
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both the stambhas are quite identical with each other, in all the 
respects i.e., architecturally as well as in decorative motifs. 


Above the pata, the kutachhüdya is broken due to which the 


definite architectural features and the decorative motifs cannot be 
mentioned. 


The lintels which join both the stambhas are horizontally placed 
one over the other. They are three in number. The upper lintel is 
broader than the lower two. The architectural features and decorative 
motifs, attempted here, distinguish this torana from other contempo- 
rary toranas which, however, will be discussed further. 


The lowermost lintel has a plain pattikā on the top and on 
alternating pattern of larger and smaller kirtimukhas is shown below 
it. The mālās are hanging and looped from the kirtimukhas. The 


tassels hang from the looped garlands which are issued from the 
kirttimukhas. 


The second lintel bears a thin pattika adorned with hiraka. 
Above this pattikā, the quaterfoil arch, whose ends rest on the heads 
of two makaras, is represented. Two rampant vyālas, each with a 
human rider, issue from the mouth of these makaras. The arches are 
elaborately carved. The curves of two central arches bear a large 
Kirtimukha. On either side of this lintel, a standing female deity is 
sculptured with a female attendant and a seated male devotee. A 
male devotee displayed on the left is playing on a vīnā but on the 
right, the figure is in afijalihastamudrā. The meeting points of two 
arches culminate in round pendants, shaped as lotus buds. The 


upper parts of these arches are joined by means of tenons to the 
third lintel. 


There is a thin pattika, adorned with hiraka upon which the 
third lintel is shown. It depicts the marriage procession of Siva. The 
entire bas-relief, internally as well as externally, depicts the four 
stages of the procession connected with the same event, as follows : 


Beginning from the right, Siva is represented upon Nandi. He 


is preceded and followed by Rsis. Most probably, the departure of 
the marriage procession. 
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The second part contains the figures standing Visnu on the left 
and a bearded Asi in front. Nandi is sculptured in kneeling posture 
on the ground and Siva is visible behind Nandi, on the right. This 
scene emphasizes the arrival of Siva at Himavan's house. 


The third part is shown by placing the ghatas, one upon the 
other, which form the kudyastambhikas, on either side. It is supposed 
to be the ‘marriage pandal’. This panel contains the kalyanasundara- 
mūrti of Siva with purohita Brahma. 


The fourth part bears the figures of Sivaganas, Rsis and 
musicians among which a vrsabhargdhamurti of Siva is exhibited. 
Parvati is visible upon Nandi. Evidently, the procession is returning. 


On the interior face, this lintel bears only one scene covering 
the entire length. A brief description of this relief is as follows : 


Beginning from the left two dancers are followed by a Sivagana. 
After that the sculptural figures of various deities, and semi-divines 
alongwith Rsis are displayed, in the following order : Sivagana is 
followed by Vayu who is followed by Varuna. Then Yama and Agni 
are sculptured. After that Indra is followed by a bearded Asi. At 
the centre, three major gods of the Hindu pantheon, viz. Brahma, 
Visnu and Siva, are depicted upon their vahanas. Visnu is followed 
by eight bearded Rsis. Behind the last Asi, the figure of Sürya is 
represented on a chariot. Sūrya is followed by Navagrahas. All above 
mentioned deities could be recognised by their vākanas. 


This third lintel bears another panel of flying figures, above the 
relief described above. Among the flying figures, we find musicians 
soldiers as well as Sarasvati and Vaisnavi. 


The topmost pattikā of this lintel is merely ornamental and 
adorned with hirakas and the kirtimukhas which are similar to the 
lower most kirtimukhas. 


1. Brahma should officiate at the marriage as mentioned in the mythology. See, 
Rao, Elements of Hindu Iconography, Vol. II, pt. I, p. 339. 
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FACING THE PALACE 


Both the stambhas are quite identical with each other, in all 
respects, i.e., the decorative as well as architectural motifs. 


But the pāta bears only female deities, on both the stambhas. 
Mention may be made of a bracket on the left stambha, which 
contains two female deities under the branch of a tree. A male 
devotee, in afijalihustamudra, is sculptured between them. 


Contemporary to this toraņa, similar in concept, many toranas 
are found in Gujarat, viz. Vadnagar, Piludura, Kapadvanja and also 
at Aihole. Though, the concept is the same yet it differs in the 
following aspects from Gujarat toraņas. 


(A) The shaft of the stambha is similar but the moulding treat- 
ment is different. 


(B) The central arch is quaterfoil but in Gujarat they are 
cinquefoil with five distinct curve for arches. 


(C) The lintel adorned with the sculptural figures depicts Siva’s 
marriage procession, while in Gujarat they are uniform and 
identical with those of wall mouldings. 


Thus, “one attempts to represent the whole of Saiva pantheon 
but other, its selected specimens," observes Sankalia.? 
VISVANATHA TEMPLE (MARIBAGH) 


The temple is situated in a forest close to the village Maribagh. 
The village lies at a distance of about three Kms. from Umaria 
Railway Station on Katani-Bilaspur line. 


The temple stands on a hillock, measuring about 3 metres high 
from the ground level. 


EXTERIOR 
The temple consists of a square garbhagrha, a rectangular 


1. Sankalia, The Archaeology of Gujarat (including Kathiawar), 1941, p. 99. 
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antarala and a renovated mandapa. It faces east and is built on 
piicaratha plan. 


At the adhisthana, there is a flat moulding which continues on 
the walls of the antarāla. Above a certain height, there is a ghata 
moulding which is surmounted by a flat moulding. These two 
mouldings are again surmounted by the kumuda and flat mouldings 
respectively. The lower three mouldings are decorated with the 
candrašālā design. All these mouldings are continued on the walls 
of antarala. 


The jañghā is divided into two tiers by a bandhana. The upper 
tier is smaller than the lower tier. All the central rathas bear two 
devakosthas flanked by the kudyastambhikas. On the south, it contains 
the sculptural figures of nrtya-Ganapati with eight arms.* The upper 
devakostha contains the sculptural figure of tāndava-Siva with eight 
arms.? The central rathas, on all the sides, i.e., the west and north 
bear the major deities of Brahmanical faith; though, some of them 
are subsequently removed. These rathas exhibit certain changes in 
the respect of decorative motifs. For instance, just below the 
uru$ rīgas they bear a panel of five ratnapuspas. 


The subsidiary rathas, bear the projected blocks in both the 
tiers, which contain the sculptural figures of various gods and 
goddesses as well as various amorous couples. The karnikas are 
filled up with rampant šārdūlas. Hence, the arrangements of deco- 
ration continue on all three sides of the temple, i.e., the south, west 
and north. But the wall of the antarala bear two devakosthas, on 
both sides, i.e., the north and the south. They contain the figures of 
various deities. The entire jangkā is surmounted by five deep 
mouldings among which the central and flat moulding is decorated 
with the /atakarma. 


Each ratha emenates equal number of the rathas from the base 
of the fikhara. All the three rathas reach āmalasāra except the 
karnü-rathas, which leave a short space from the amalasara. "These 


1. For similar images, see, the chapter dealing with the ono pp. 160-163. 
2. See, the chapter on iconography. 
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karnārathas are divided into ten Bhumis by placing the āmalas as 
usual. The entire Sikhara is decorated with the candraśālā design. 


The skandha is very similar to the Orissan temples. The gala 
bears two round mouldings. The āmalasāra is placed with the 
candrikā but the kalaša is lost. The vimana looks stunted due to less 
curvature of the rathas. 


Corresponding to the height of the roof of mandapa, the gable- 
roof starts. At the base, it bears a devakostha flanked by a kudya- 
stambhika. It contains double ratnapuspas. Above it, the horizontal 
pattikās are shown. On both the sides, i.e., the north and south, 
they are decorated with the candrasala design. 


Facing east, the Sukanāsikā has a vatayana, above which five 
horizontal pattikas decorated with the candrašālā design are placed. 
On the top a caitya-medallion is visible. 


INTERIOR 


The entrance to the mandapa is on the east. The entire mandapa 
is renovated but a few stambhas are still in situ inside the mandapa. 
They are decorated with the ghatapallava design at the base. They 
bear bracket capitals as usual in the other monuments. 


The dvāra to the garbhagrha measures 1.70 x .80 metres in 
length and breadth respectively. It consists of all the components of 
the Nandini class of the dvāras,? i.e., the patrsakha, gandharvašākhā, 
rūpastmbha, khalva$akha and the simhasakha; (the patrašākhā is 
innermost). These vertical sakhas are thicker at the base. On 
either side Ganga and Yamuna, with their female attendants, are 
engraved, in the conventional postures as dvārapāla. They are flanked 
by the Sivaganas who are shown with their devotees. 


The rūpastambha is divided into five niches which contain the 
amorous couples, devotees and various deities of Brahmanical faith. 


The udumbara bears the elephant and horse riders, on the 
extreme corners of it, i.e., south and north. They are sculptured in 


1. This feature is commonly found in the Orissan temples. The same type of 
vātāyana is shown in the later temple at Deotalao. 
2. Jain, op. cit., p. 69. 
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proceeding posture with their attendants, like a royal march. But 
the mandāraka is decorated with padma. On either side of it, a 
defaced human figure is visible with a ghata. 


The uttaranga (lintel) bears three projected brackets, which 
contain the figures of Sarasvati with a vind, tandava-Siva and nrtya- 
Ganapati; Sarasvati is sculptured on the southernmost bracket. It 
consists of all essential subsidiary šākhās, as mentioned in the texts. 
Here, the rathikā bears the figures of standing Navagrahas on the 
northern part, while a few defaced figures, most probably, of Sapta- 
mātrkās on the southern part. The entire dvāra is flanked by beauti- 
ful si/apattas decorated with the /atakarma. The dvāra is very much 
accumulated with several coatings of recent paintings due to which 
some of the sculptural details are not visible. 


The antarala measures 2.46x.56 metres introduced by the 
kudyastambhas, on either side. These kudyastambhas are decorated 
with the ghatapallaya design at the base and other decorative motifs 
are identical with those of the mandapa designs. These kudyastambhas 
support a heavy lintel. 


The garbhagrha is square measuring 2.85 metres. It consists of 
a kud yastambha at each Karna. These kudyastambhas are square at 
the base. Ata height of about 1.43 metres the lowest member of the 
vitana starts in the form of a rectangle. There are eight rectangles 
placed one above the other in intersecting form. The triangles formed 
by the rectangles are decorated with the kirtimukhas and the sides of 
these dharanis are decorated with the latākarma and puspakarma. 
At the centre on the top they form an octagon where a kamala is 
placed. 


The arghapatta is renovated with its vinirgama towards north. 


SAIVA TEMPLE (MARAI) 


The temple is situated at a village Marai (district Satna) which 
lies at a distance of about 4 Kms., towards south from Maihar- 
Amarpatan road. 
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EXTERIOR 


The temple stands on a high rectangular jagati measuring 
approximately 23x15x1.37 metres in length, breadth and height 
respectively. The temple faces east and consists of a square garbhg rha 
and rectangular antarala.' It is built on paficaratha plan. 


At the adhisthana, there is a flat moulding adorned with the 
candrasala design. The padma moulding is surmounted by a sunken 
pattika of the piitjarakarma, above a flat moulding. The sunken 
pattika is surmounted by a projected partika which is profusely 
decorated with a rowof Kirtimukhas and latakarma. Above this 
decorative motif, all the rathas bear a super imposed candrašālā 
design. Then, the adhisthāna is surmounted by a typical pattern of 
mouldings, i.e., the kumuda moulding is surmounted by a sunken 
pattika of pifijarakarma alternately. This scheme continues also on 
the walls of the antarala. 


The whole jangha in divided into two tiers by a bandhana, with 
two moulding, adorned with the Jatakarma. The upper tier is 
smaller than the lower tier. In this temple the scheme of decorations 
varies from the other Kalacuri temples. Here, the central ratha bears 
a bigger devakostha flanked by the kudyastambhikas. These devako- 
sthas on three central rathas are empty? and surmounted by the 
pifijarakarma, above which a panel of ratnapuspas is sculptured which 
is again adorned with the super imposed candrašāla design. It does 
not have the upper tier. The same scheme has been eontinued on 
the walls of the antarala. The devakosthas of the antarala bear the 
sculptural figures of the Hindu deities but quite defaced. 


The subsidiary rathas, do not bear the devakostha, in both the 
tiers, i.e., the upper and lower, but they bear only projected blocks 
which contain the figures of various deities, apasaras and amorous 
couples. The karnikas are filled up with conventional fardula 
figures. 


. The payement of the mandapa exists even now which emphasises the shape of a 
rectangular mandapa. 
2. There might have been sculptural figures but ata removed. 
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The entire jarigha is surmounted by five deep mouldings, while 
the topmost moulding is decorated with a row of ratnapuspas. All 
the mouldings are seriously damaged. 


The temple has lost its Sikhara. 


INTERIOR 


The dvāra measures 2.10x 1.12 metres; it belongs to the Subhaga 
class.! It consists of the patrašākhā, rupastambha and khalvasakha; 
the patrasakha is innermost. 


The rūpastambha is divided into four niches horizontally. These 
niches contain the amorous figures. At the base, on both the sides, 
i.e., left and right, Ganga and Yamuna are placed as dvārapāla with 
their female attendants, holding kalaša in conventional postures. Their 
vahanas are visible and on either side the figure of Sivaganas are 
sculptured. 


There is a semi-circular candrašilā in front of the dvāra? decora- 
ted with $a&kha and padma. The udumbara bears mandāraka but 
decorated with the /atakarma and flanked by a female figure with a 
kalaša in the place of Kirtimukhas, as mentioned in the texts. On 
both the extreme corners, i.e., the south and north, two miniature 
temple are placed where an ascetic is visible flanked by the kudyastam- 
bhiküs. On the top of the miniature sikharas an elephant is engraved 
on either side. 


The uttararīga (lintel) consists of the patrasakha, trisakha, 
maladhara, chhajji, phalana, rathika kantha, and udgama. 


The entire uttaranga bears three projected brackets which con- 
tain the figures of Brahma, Lākulīša and Visnu, in the following 
order :— 


On the southern bracket Brahma with four arms in bhadrasana 
whereas on the central bracket, the figure of Lākulīša is represented 


1. Somapura, P.O., Dīpārņava, 1960, p. 76. 
2. Similar nadie is found in Kešavanārāyaņa temple at Kohala (Male; > 


.see A.R.A.S.I., W.C., 1920, p. 85, and Banerji, op. cit., p. 63. 
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with four arms, under his seat two devotees are worshipping a /izga.! 
On the northern bracket Visnu is sculptured upon his va@hana Garuda.* 
All these three brackets are surmounted by a miniature šikhara. 


The rathika, on the southern part, bears the figures of standing 
navagrahas and the northern part exhibits the remaining number of 
navagrahas and also bears the figure of Gaņeša and Siva. The figures 
of the Sapta- Matrkas are also represented above the rathikā. 


The udgama is decorated with the /atākarma. 


The antarala measures 2.10x1.10 metres in length and breadth 
respectively. It has a kudyastambha on either side of it, which are 
square at the base and decorated with the candrašālā design. 


The garbhagrha is square measuring 2.90 metres. At the centre, 
a square arghapatta is placed with its vinirgama towards north. It has 
a kudyastambha at each karna which measures 3.10 metres in height 
and supports the lowermost member of the vitana. The vitāna is 
built by placing the squares one above the other and at the centre a 
Kamala is placed. The decoration of the squares are identical with 
those of Maribagh temple. 


SAIVA TEMPLE (KHAJUHA) 


The temple is situated at the village Khajuha, very close to 
Rewa-Gurh road near Gargi mound. 


The temple is ruined but on the original adhisthana, a renovated 
temple stands. 


It stands on a high jagati and consists of a square garbhagrha, 
rectangular antrala and a renovated mandapa. The temple is built on 
paticaratha plan and faces north. 


The adhisthana bears kumuda and ghata mouldings; similar to 
the temple at Marai. The jarghā is also damaged due to which the 
decorative schemes cannot be definitely, mentioned here. 


1. For the details of these images, see the chapter dealing with iconography. 
2. Ibid. 
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The noteworthy part of the temple is its dvāra, which is lying on 
the same jagati in front of the modern dvára. Though, three dvāra- 
Sakhas, i.e., the vertical Sakhas and the uttaranga (lintel) are disconnec- 
ted but are well preserved. The dvāra belongs to Nandiniclass. It 
consists of all the essential sakh@s, as mentioned in the texts.! 

The rūpastambha is divided into five niches, as in the Marai 
temple. They bear the sculptural figures of various deities and 
amorous couples. 

The figures of Ganga and Yamuna are shown with their female 
attendants, flanked by Sivaganas, in traditional postures. They are 
surmounted by the Naga-hoods and are well-decorated with the orna- 
ments. 

The udumbara is lost but the uttaranga is still preserved and 
kept under a tree in front of the modern shrine. 

The uttarüga contains three projected brackets, identical with 
the uttara?ga of Marai temple. These brackets bear the figures of 
major deities of the Brahmanical triol, as follows : 

The southern bracket contains the figure of āsana Brahma with 
four arms. His posture, objects held in his hands and ornaments are 
quite similar to Marai image. 

The central bracket bears the figure of Siva in āsana posture 
with four arms. His vākana Nandi is represented near his seat. The 
Gandharvas are sculptured at their usual place on the top. 

The third bracket bears the image of asana Visnu with four 


arms. The usual weapons are held in his hands. A seated male 
devotee is represented on either side. The Gandharvas are sculptured 


at the top, on their usual place. 


The entire uftaraga is quite identical with those of Marai, in 
every respect, i.e., the decorative patterns as well as architectural 


features. 


The rathika bears the figures of navagrahas. They are well- 
executed with their vākanas. The figures of Rahu and Ketu are dis- 


1. Somapura, op. cit., p. 76. 
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played in hybrid form. The face of Ketu appears grining with twisted 
beard. 


The udgama is also decorated with the similar design to those of 
Marai temple. 


MACHCHENDRANATHA TEMPLE (AMARKANTAK) 


The templeis situated at Amarkantak, very close to 7riayatana 
(triple-shrined) temple of Karna. 


Far EM C It consists of a rectangular mandapa and square garbhagrha, 
LETRA g p q g 
n faces east. 


EXTERIOR 


The temple is built on paficaratha plan. At the adhisthana a flat 
| moulding, surmounted by a kumuda moulding and the flat moulding 
TES respectively, is shown. This arrangement of three moudings 
continues around the temple including the walls of the mandapa. 
Above a certain height just below the ja?gha four deep mouldings 

are shown and the topmost moulding is adorned with the Jatakarma. 


The entire ja?ghà is divided into two tiers by a bandhana with 
two bands. Theupper tier is smaller than the lower tier. The cen- 
tral ratha bears two big devakosthas flanked by miniature kudyastam- 
bhas. They contain ratnapuspa, but mostly lower devakosthas are 
empty. It seems that the sculptures are subsequently removed. The 
subsidiary rathas bear projected blocks with three faces, adorned with 


the latakarma. There is a projected replica of the uruśrůga on the 
central rathas. - 


The external walls, (in the place of the antarala) also bear, two 
devakosthas, which contain ratnapuspa. The whole jangha is surmoun- 
ted by four deep mouldings. Each ratha emanated a corresponding 
ratha from the base of the $ikhara. The central ratha reaches the 
amalasara and the subsidiary rathas, i.e., one on either side, also join 
at a point, ie., slightly below the amalasara. But the karna-rathas 
are shown stunted. They stop short of the āmalakas. These rathas 


' 
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are divided into ten Bhūmis by placing ghatas or āmalas. The šikhara 
is very close to the Orissan temples, in its design. 


The amalasara has an āmalasarika. The āmalasara is placed with 
its candrika on the gala, above which two pattikas are shown upon 
which the āmalasāri is placed with a candrika. The kalaša is preserved 
with its Vzjapuraka (lid). 


Corresponding to the height of the base of the $ikhara, a 
projected gable-roof, starts. On both the sides, i.e., the north and 
south, we find superimposed candrasala design. Above these designs, 
a bigger devakostha, flanked by a kudyastambha is shown, which 
bears double ratnapuspas. Then on both the sides, stepped like 
pattikas are shown which are endorned with /atakarma. 


The kudyas of the mandapa (parapet walls), above the adhisthana, 
contain the penels alternately sunk and decorated with the /atākarma. 
This panel is supported and surmounted by a horizontal pattika of 
hiraka design and latakarma, respectively. 


Above this the kudyas are shown back rests which are also 
profusely decorated with /atakarma. The space between lower and 
top horizontal pattikās, is divided into various oblong panels, 
adorned with /atakarma, by a pair of round kudyastambhikas. These 
patterns have been spread around the parapet walls of the mandapa 
on all the sides. 


The mandapa has its entrance on the east. The roof might have 
been built on the pAarisanà style but is today damaged. A projected 
part of the roof in front of the Sukanasika is still preserved. 


Facing east the gable-roof contains precisely the same design as 
in the triple shrined temple mentioned above. For instance, there is 
a panel of five devakosthas bearing the ratnapuspa. The central 
devakostha bears double puspa whereas the remaining bear only one. 
After a certain height formed by seven horizontal pattikas, we find 
superimposed candrašālā design. Above the candrašālā design on 
the top of the sukanāsikā, the sculptured figures of Gaja-Simha are 
displayed. Simha is standing upon a seated gaja which has raised 
its trunk. The raised trunk of elephant is held in the jaws of Simha. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


54 Art and Architecture of the Kalacuris 


This particular sculptural motif emphasizes the Orissan influence on 
the Kalacuri arts. 


INTERIOR 


The entrance to the mandapa is from the east, as mentioned 
above. The dvāra is fitted with the small dvāra-šākhās. The vertical 
sākhās are absolutely plain up to their half of height. But the upper 
part is divided into two major parts by a sunken line. Here, the 
architect has introduced certain decorative patterns like the rūpa- 
stambha decorated with latakarma. 


The udumbara is well-decorated with the Jatakarma. The 
uttaranga bears all its subsidiary fakhas but the rathika is decorated 
with the /atakarma. The lalatabimba is plain. All the subsidiary 
parts of the dvara are shown roughly. 


Inside the mandapa, at the centre, four round stambhas are 
placed which measure 2.10 metres in height and form a rectangle on 
the floor as well in the vitana. The aisle measures 65 cms. on both, 
sides, i.e., the north and south. The kaksāsanas enclose the mandapa 
from all sides upto a height of 1.15 metres. The bench measures 65 
cms. and support the stambhikās measuring 1.10 metres in height 
which support the vitāna. They are four on either side. They bear 
bracket capitals. All the stambhas including the stambhikas are twelve 
in number and support the dharanis of the vitana. Thus the vitana 
is divided into nine squares by the dharanis. The central square 
contains a vikasita-kamala. 


The dvāra to the garbhgrha measures 1.40.70 metres in height 
and breadth respectively. All the sakhas of the dvara are ordinary 
and plain except a few decoration of the rekhakarma. On the 
lalatabimba, a nrtya-murti of Ganapati is shown but quite mutilated. 


The garbhagrha is square measuring 2.9 metres. A kudyastmbha, 
square at the base, is placed ineach karna. At the centre an 
arghapatta is placed with a linga upon it. 
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PATIANDAI TEMPLE! (PATARAURA) 


The temple stands on a low and projecting spur of a lofty hill. 
The place is situated at a distance of about 12 Kms. to the north of 


Uchehara and about 6 Kms. to the east from village Pataraura, close 
to the Satna-Uchehara road. 


The temple faces north and measures 2.9 square metres 


externally and 1.33 metres internally. It consists of a square 
garbhagrha. 


EXTERIOR 


The walls are plain except two projected and flat moulding on 
the jangha. The roof of the temple is also flat and formed by a 
stone slab. But the dvara of the temple is noteworthy. It measures 
1.92x1.37 metres in height and breadth. Architecturally, the dvara 
belongs to subhaga class, as mentioned in the Silpasastras.? It 
consists of its subsidiary sakhas, viz. the patrašākhā, rupastambha 
and khalvasakha. On the interior of dvāra a flat pattika runs along 
three sides and also on the exterior another pattika decorated with 
rekhakarma is provided on three sides of the dvara. 


The rūpastambhā is adorned with th&datakarma, while the subsi- 
diary Sakhas are decorated with lotus buds. 


On either side of the dvára, Ganga and Yamuna are represented 
as dvārapālas. They are sculptured under a triangular chhatra and 
hold a cawri. Their vàhanas are visible below their feet. At the 
extreme corners, the figure of Bhairavas or Ksetrapalas are displayed 
with a naga and vahana, i.e.,the dog, is visible behind them. Here, 
Ganga and Yamuna do not have their female attendants. The 
Bhairavas have a prabhavali behind their head. 


1. Cunningham has dated this temple slightly later than the Gupta period but 
Stella Kramrisch has placed it in Circa 10th century A.D. The later view is 
convincing. See Kramrisch, S., Hindu Temple, Y, p. 151. 

Previous scholars have named it as Pataini Devi temple. 

2. Jain, op. cit., pp.67-68. 
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The udumbara is nicely decorated, for instance, the mandaraka 
has a puspa, while remaining parts are adorned with /atākarma. The 
konikas bear a puspa. 


The uttaranga contains all the same šākhās which are provided 
with the vertical sakhas but it bears three projected brackets with the 
sculptural figures of Jain a tīrthankaras, as follows : 


The latātabimba bears the figure of Rsabhanatha (Ādinātha) in 
padmasana. His hands are placed on his lap in posture of meditation. 
On the pitha, his lafichana is sculptured. 


The brackets, situated on either side of it, i.e., eastern and 
western corners bear a figure of Pāršvanātha in the same posture as 
mentioned above. He is canopied by 5 hoods of Naga and a naga 
figure, as his /afichana is represented on the pitha. All above menti- 
oned brackets are surmounted by a chatra and images are flanked by 
a kudyastambhikā. The horizontal $ākhās of the uttaranga are 
decorated with the same decorative motifs as mentioned previously. 
Above a flat pattika, three more pattikas are horizontally placed and 
decorated with latakarma, ratnapuspa and puspa-karmas (from lower 
most to upper most) respectively. 


Internally, the temple is plain. A Jaina deity. Ambhikā was 
placed in it but itis removed and now preserved in the Allahabad 
museum.! 


TRIAYATAMA TEMPLE (AMARKANTAK)? 


This is a temple with three shrines, built on the same high fagati 
and connected with a mahamandapa. The mahamandapa is square, each 
side being about 5.75 metres internallly. To its east (i.e., facing west) 
is the central shrine and its north and south are allied or subsidiary 
shrines. Each is connected with the mahamandapa through a covered 
passage with or without perforated grills.* All the shrines consist of 


1. See, Jaina Iconography and A.S.I.W.C. 1920, p. 108. 

2. This temple is known in the name of Triple-shrined temple of Karna. 

3. This part of the temples is completely ruined, however, it is presumption. The 
entrance to the mahamandapa might have been from the west. 
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a rectangular antarala and square garbhagrha, which is externally 
Saptaratha. 


EASTERN SHRINES 


It is saptaratha in plan and faces west. At the adhisthana, it 
bears a flat moulding surmounted by the kumuda moulding, above 
which there is a flat moulding. After a certain height a deep ghata 
moulding is shown which is surmounted by the kumuda and a flat 
moulding respectively. 


EXTERIOR 


The entire janghā is divided into three tiers by two bandhanas 
of two bands each, which serves as three tiers of projected blocks, 
facing three sides, adorned with the latākarmas. The upper tier is 
smaller than the lower tiers. The same scheme of tiers continues on 
the walls of antarāla. They bear three devakosthas flanked by the 
kudyastambhika but empty. 


The walls of the garbhagrha are divided into seven rathas. The 
central ratha bears three bigger devakosthas, each flanked by the 
kudyastambhikas and surmounted by two mouldings. All three 
devakosthas, shown in the central rathas as well as on the walls of 
antarüla are empty.! The central rathas bear a projected chaitya- 


pediment, formed by the chaitya-gable placed one above the other in 
decreasing size. 


From each ratha, the base of the sikhara emanate an equal 
number of rathas. The central ratha reaches the amalasara like 
Bhumija class of temples. The remaining rathas are surmounted 
by an āmalasāri. The karnarathas (placed on four corners) are divided 
into seventeen Bhūmis by placing the kalaša or àmalas which are also 
crowned by the super imposed candrašālā design. All the rathas are 
decorated with the /atākarma. 


Facing west above the top most lintel of the dvāra, upto a be 
of about 1.55 metres, we find only vertical pattikas which a 


: inin 
l. In the other shrines, they bear ratnapuspa . They might have been containing 
the puspas but subsequently defaced. 


>| 
Lu] 
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surmounted by two horizontal hands. Above these hands a panel of 
five devakosthas are shown but empty.! 


Above the panel of the devakostkas, a gable-shaped, (with stepped 
sides), Sukanasika starts. It is about three metres in height which 
is formed by various horizontal decorated pattikas. At the centre a 
puspa is placed in an ellipsoid medallion. All the members of 
amalasara are placed properly, for instance, the ga/a with two round 
mouldings, the amalasara surmounted by the candrikā. Above it, an 
amalasārikā is placed surmounted by a candrikā and a kalaša 
respectively. 


This shrine consists a makrakrti gorgyle towards north. It is 
pierced in with an outlet at the bottom. The ambulatory water is 
delivered into the hollow of a stambhikā and later on, it goes out. 
Other subsidiary shrines do not have any gorgyle. 


INTERNAL 


The dvāra measures 1.96x.97 metres in height and breadth 
respectively. On either side of it, a double projected kudyastambha 
is shown which supports a bracket capital and thus supports three 
heavy lintels. These lintels are decorated with the  /atakarma, 
malakarma and the ratnapuspas respectively. The kudyastambhas 
are also adorned with the /atakarma. 


The vertical dvāra-sākhās (left and right) are plain blocks at 
about half of its height. Above it, the five fakhas are demarcated 
which indicates that the dvāra belongs to Nandini class of the dvāras, 
as mentioned in the si/pasastras.? 


It consists of the patrasakha, gandharvasakha, rūpastambha, 
khalva$akha and simhasakha; the patrašākhā is innermost. The 
rūpastambha is decorated with the rekha-karma. 


The udumbara is decorated with latakarma. 


— 


In the southern shrine, they contain ratnapuspa, except the central devakostha. 
2. Somapura P.O., op. cit., p. 76. 
3. All the sākhās are shallow engraved in one block of stone, except the 


simhašākhā which is separate and adorned with the /atakarma. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Architectural Remains 59 


The uttaraūga consists of its all the components, ie. the 
patrasakha, trišākhā maladhara, chhajji, phālanā, rathika, kantha and 
Udgama, (the patrasakha is lowermost). 


The mālādhara is adorned with the latākarma and the phalana 
is decorated with the rekhakarma. Remaining all the sakhas are 
absolutely plain except the udgama which bears a row of ratnapuspas. 
The lalatabimba bears a vikasitā puspa. 


The antarāla measures 2.12 1.10 metres; a slightly bigger than 
those of southern shrine. The kudyastambhas, placed on either side 
measure 5.5 cms. at the base. 


The garbhagrha is rectangular measuring 2.75x2.65 metres in 
length and breadth respectively. It has a kudyastambha in each 
karna and measures 40 cms. at the base. At the centre an arghapatta 
is placed with vinirgama to the north. 


The vitana of the garbhagrha is built by intersecting squares 
due to which it is changed into an octagonal form in the centre where 
a kamala is placed. 


The southern shrine is quite identical in every respect with 
those of the eastern shrine. It faces north. 


The northern shrine, facing south, is ruined but the dvara and 
the adhisthana as well as the antarala alongwith the garbhagrha are 
preserved which are quite identical with those of above mentioned 
shrines. 


KESAVANARAYANA TEMPLE (AMARKANTAK) 


The temple or the group of two temples is situated very close 
to Machchendranātha temple at Amarkantak. 


EXTERIOR 


The temple is built on a high jagati but a smaller shrine is added 
on the west in later times. Hence, the square mahamandapa is the 
mandapa of both, i.e., the southern and western shrines. Both the 
shrines consist of a square garbhag rha and rectangular antarala. They 
are built on pancaratha plan and the entrance to the mandapa is on 


1 
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the east. The southern shrine faces north, while the western shrine 
faces east. 


SOUTHERN SHRINE 


At adhisthana, it bears a flat moulding which is surmounted by 
a kumuda moulding above which there is a flat moulding. Below the 
jangha there are four deep mouldings among which the lower two are 
ghata and kumuda mouldings then a thin moulding is surmounted by 
a kumuda moulding. 

The entire jangha is divided into two tiers by a moulding like 
that of the Machchendranátha temple. The lower tier is bigger than 
that of the upper one. 

The central rathas bear two devakosthas, flanked by a kudya- 
stambha. They contain ratnapuspa. The external walls of the 
antarala also contain two devakosthas of similar nature with ratna- 
puspa. All the central rathas as well as the antarāla have a chaitya- 
pediment. The jatghā is surmounted by four deep mouldings. 

Each ratha emanate equal number of rathas. The central rathas 
reach the amalasara but the subsidiary rathas are slightly decreased 
in the height. The karnarathas are leaving much distance and look 
stunted. They do not reach the Gmalasara. These karnarathas are 
divided into 12 Bhūmis by placing the āmalas. 

The šikhara is heavily repaired but the āmalasāras with the 
candrika are preserved. This shrine is much identical in each 
respect i.e., architecturally and in decorative motifs with those of 
Machchendranatha temple. 


The subsidiary shrine, situated on the west (facing east) is 
similar to that of the southern shrine. 


The mandapa is square and has kaksāsanas where the 
stambhikas rest and support the roof of the mandapa. The mandapa 
is supported by stambha and stambhikas like Pātālesvara temple at the 
same place. 


The entrance to the mandapa is on the east fitted with a small 
dvara between kudyastambhikas. A flight of five or six sopanas leads 
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to the mahamandapa. It is heavily repaired. The dvaras of the temples 
and mandapa bear the figure of Gaņeša on the lalātabimba. The 
udumbara is decorated with the Jatakarma. 


The decoration of the kudyas are heavily repaired; and at the 
adhisthana the mouldings are buried in the earth. 


The roof of the mandapa is built on pharisaná style but repair- 
ed. It has amalasara with āmalasārikā having the candrikas and a 
kalasa over it. 


PATALESVARA TEMPLE (AMARKANTAK) 


The temple is situated to the east of Machchendranatha temple. 


EXTERNAL 


The plan of the temple is quite identical with those of the 
Machchendranatha temple. It consists ofa squre garbhagrha, and 
rectangular mandapa. It faces west. 


The adhisthana bears a flat moulding which continues on the 
walls of the mandapa also. Above it, after a certain height, there are 
four deep mouldings, the lowermost is the ghata moulding which is 
surmounted by a flat, and the kumuda mouldings respectively. 


The jangha is divided into two tiers by a bandhana. The upper 
tier is smaller than the lower one. This arrangement continues on 
the walls of the antarála. The decorative motifs slightly differ than 
those of Machchendranātha. The central ratha, in the lower tier, 
bears a bigger devakostha, flanked by the kudyastambhikas and 
contains a ratnapuspa. But the subsidiary rathas, in the lower tier 
bear a smaller devakostha of same nature surmounted by a projected 
block profusely decorated with the candrašālā design. The external 
walls of the antarāla in the lower tier, bears the identical devakostha, 
with the central ratha. 


The upper tier bears only projected blocks decorated with the 
candrašālā design. All these blocks are flanked by a sunken block 
similar to those of stambhikas, adorned with the latakarma. The 
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entire jaūghā is surmounted by four deep mouldings, above which 
the central ratha bears a replica of chaitya-pediments formed by the 
horizontal pattikas. These arrangements continue on three sides of 
the temple. 


From the base of sikhara, each ratha springs and the central 
ratha reaches the amalasara, while the subsidiary rathas, ie., one on 
either side of it, also reach to the ama/asára but leave a short dis- 
tance from it. The karnarathas, are quite stunted and leave much 
distance from the Gmalasara. They are divided into eleven B/umis by 
placing the amalas as usual. 


The skandha of the sikhara is fully covered with the rathas due 
to which the amalasara looks stunted. The stunted appearance of 
the sikhara emphasizes the Orissan influence and the rathas are also 
not much curved to the amalasara. Above the āmalasāra the candrika 
is visible but the kalaša is not existing. All the rathas are adorned 
with the /atakarma while some of the rathas are recently repaired. 


The gable-roof of the antarala, bears a devakostha, flanked by 
the kudyastambha on both the sides, i.e., the north and south. It 
contains double ratnapuspa. Above this, the stepped like pattikas are 
shown which form the sukanasika. The decoration of the $ukanāsikā 
is similar to the Sukanasika of Machchendranatha temple except it 
does not contain the sculptural figures of Gaja-siriha. 


The decorative motifs on the kudyas of mandapa are mostly 
identical with those of Machchendranatha temple. But its roof is 
well preserved. Two horizontal pattikas are preserved on three sides 
of the vitfana with a projected Chhajji. These two pattikās are 
surmounted by another pattika which is adorned with the jalakarma 
(latticed-work). Above it the roof starts in the phàrisana style. At 
the appex a circular galā is shown above which the āma/asāra is 
placed with the candrika surmounted by an amalasárikà again with 
the candrikā. The crowning member kalaša is preserved with the 
veejapuraka (lid). 


INTERNAL 


The entrance to the mandapa is on the west, as stated above. 
It is also fitted with a dvara similar to those of Machchendranātha. 
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Internally, the mandapa is quite identical with the Machchendranatha 
except it is bigger in length and breadth. It has a porch in front of 
the dvāra of the garbhagrha, which might be later addition. The 
stambhas are equal in number and similar in design with those of the 
Machchendranātha temple. 


But the dvara to the garbhagrha is slightly bigger and much 
repaired. It measures 1.58x.85 metres in height and breadth 
respectively. The peculiar feature of this temple is that the 
garbhagrha is about 1.40 metres lower than the floor of the mandapa. 
The garbhagrha measures 2.45 metres in square. At each karna a 
kudyastambha, square at the base, is placed. In the centre of the 
garbhagrha an arghapatta is placed with a vinirgama towards north. 


The vitāna of the garbhagrha is formed by various rectangles 
and in the centre a puspa is placed like the vitana of the triple-shrined 
temple at the same place. 


VIRATESVARA TEMPLE (SOHAGPUR) 


The temple is situated at a distance of about three kilometres 
from Shahdol Railway Station near Rewa-Shahdol road at Sohagpur. 


The temple stands on a high jagat; and consists of a square 
garbhagrha, rectangular  antarüla, square mahümandapa and an 
ardhamandapa.1 The mahamandapa has a subsidiary room on either 
side.? The temple faces east. 


EXTERIOR 


The plan of the temple is saptaratha. The adhisthana bears a 
flat moulding surmounted by the kumuda and ghata mouldings. 
Above which it is decorated with a panel of hirakas. These three 
decorated motifs are continued around the temple but above it the 
wall of subsidiary rooms differs in the arrangement of decoration. We 
find a parapet wall adorned with a panel of standing apsara, vyalas. 
The brackets of apsarās are supported by the vārmanākrtis and 


1. The ardhamandapa is recently repaired and the original shape has been lost. 


2. The northern room is completely ruined and southern room is partially 
preserved, probably it was a güdhamandapa. 
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separated by rampat vya/as. The whole panel is surmounted by the 
rekhākarma and pifijarakarma. The balconies are shown on north 
and south and are supported by stambhikās which rest on the 
kaksasanas. 


The external wall of the garbhagrha bears three deep mouldings 
surmounted by a flat moulding. These three mouldings are continued 
on the walls of the antarala and mahamandapa. 


The entire jaūghā is divided into three tiers by two bāndhanās 
of two bands each, which serves as background for three tiers of 
sculptures of elegant shapes and add richness and variety to the 
sanctum wall. The upper tier is smaller than the lower tiers. The 
same scheme of tiers continues on the mandapa walls. Each of these 
tiers has a sculptured row of apsaras, vyalas or images of various 
deities. The walls of the antarala have two rathas on them which 
are also adorned with the similar decorative motif. 


The central ratha of the garbhagrha, facing south, bears three 
devakosthas. The lowermost of which has got an image of standing 
Visnu with a cakra. But remaining objects are defaced. Upper two 
devakosthas are empty. There might have been sculptured figures but 
might have been subsequently removed. These tiers are surmounted 
by two deep mouldings above which are two flat mouldings. These 
are adorned with the candrašālā design. 


The walls of the garbhagrha are divided into seven rathas. Each 
ratha culminates either in an atga-$ikhara or urušrūga and from the 
base of the sikhara emanate an equal number of rathas but with a 
subdued projection. The central ratha reaches the G@malaka in the 
fashion of the Bhumija $ikharas. The  karna-rathas (placed on 
four corners) are divided into several Bhgmis by placing the āmalas or 
ghatas. 


The whole sikhara is adorned with a cluster of angašikharas 
which are adding the beauty to various rathas. The sikhara is 
surmounted by the amalasara above which the candrika and 


amalasarika are placed. The crowning member, i.e, kalaša is 
preserved. 
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The sukanāsikā is decorated with three vertical bands alongwith 
two miniature Sikharas, surmounted by five horizontal bands. Two 
devakosthas are shown on the north and south, which bear the figures 
of Siva and Durga. The miniature temples add beauty to the 
sukanāsikā from north and south. In the centre a superimposed 
candrašālā is shown flanked by the kudyastambhikas. Most probably, 
a human figure is shown in centre but not visible due to unapproach- 
able height. Facing east, on the top of the sukanāsikā Siva is 
displayed in a circular medallion in randava posture. 


INTERIOR 


The ardhamandapa is completely ruined but the jagati is recently 
rebuilt. 


The subsidiary side rooms are also ruined but the southern room 
is partially preserved which gives an idea of the northern room. The 
mahamandapa is square measuring 6.25 metres. Its vitāna is suppor- 
ted by rectangular double kudyastambhas. They are eight in number 
and vertically divided into two by a sunken line. The bear kumuda 
moulding at the base and adorned with the candrasala design. At 
the base they measure 80x44 cms. The height from base to Sirsa is 
2.5] metres and the shaft measures 31 x27 cms. These kudyastam- 
bhas are adorned, vertically, with various /atakarma and  hiraka 
designs. On either side a row of kumuda has been vertically shown. 
On the Sirsa, puspa and mālākarmas are shown. Above the Sirsa a 
flat dharani is placed which forms the octagonal base of the vitāna. 


The central part of the vitēna has tumbled down but the 
remaining part of the vitāna enables as to form some idea of its 
original self. The beauty of the ceiling is really increased by the 
addition of beautiful $a/abhafijika figures. They are placed on the 
projecting arms of the Sirsa of kudyastambhas. These female figures. 
are shown as if they are supporting the weight of the dharami of the 
vitāna. But the effect is so pleasing that the figures do not seem to 
carry any load at all. Actually, they are ornamental. Their faces 
are damaged and most of them are removed, only three of them are 
existing in-situ. 
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This vitana is constructed of concentric circles design, brought 
about by over-lapping courses of stones. Each of the concentric 
circle is fretted and coved. The spaces are adorned with puspakarmas. 


DVARA 


The dvāra measures 1.86 x .97metres in height and breadth 
respectively. The dvāra belongs to the hastini class, as mentioned in 
the Silpasastras It contains saptasakhas, viz. the patrasakha, 
gandharvasakha, rūpašākhikā, rupastambha, rūpašākhā, khalvasakha 
and the simhasakha; the patrasakha being the innermost? On both 
the sides of dvāra, i.e., left and right, at the base of dvārašākhās 
Ganga and Yamuna are carved as dvārapāla. They hold a kalaša- 
and accompanied by two female attendants, have nāga-hoods behind 
their heads. They wear the usual ornaments. 


Ganga and Yamuna are flanked on their right and left sides 
respectively by Sivaganas with four arms. The southern Sivagana 
holds a kamala and Khatvānga with left hands, while a damaru and 
kapala are held in his right hands. The northern one holds a vajra 
and aksasutra with his right hands while a krpana and trišūla are held 
in his left hands. 


The uduribara? part of the dvāra is completely damaged due to 
which the details cannot be definitely mentioned. The rūpakas of 
the sakhas are also not clearly visible. Both the rūpastambhašākhās of 
the dvara are vertically divided into five niches which bear sculptured 
figures of Brahmanical deities such as Brahma, Siva, Sarasvati, etc. in 
various postures. 


The uftaranga (lintel) consists of saptašākhās, as prescribed by 
the Silpasastras,‘ viz. the patrāšākha, trisākha and maladhara. These 
three sakhas are surmounted by the chhajji, the phālanā is not clear 
but the rathikā is properly shown. The kantha and udgama are 


: Speri, P.O., op. cit., 1960, p. 76 ; and also, Jain, B., op. cit., 1963, p. 70. 
id. 

; Ibid., p. 58 ; for details, see, Jain, op. cit., the hastini class of dyāras, p. 59. 

- Jain, op. cit., p. 61; and Somapura, op. cit., p. 86. 
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profusely sculptured. The whole uftaratga bears three projected 
brackets. On the Jalatabimba (central bracket), nrtya Siva, in catura 
pose with eight arms is represented. The brackets situated on the 
southern and northern corners bear the figures of seated Sarasvati 
playing on a vina and nrtya-Gaņapati respectively, as prescribed in 
the Manasara.? 


The rathika bears the figures of the major deities of Brahmani- 
cal triad, i.e., Brahma in seated posture with a standing figure of 
Sarasvati on the northern part. The figures of Visnu in Gsana posture 
with a standing figure of Laksmi with a ghata. Apart from these 
figures on the rathika@ a seated image of Gaja-Laksmi is shown on 
the extreme southern corner? 


The topmost part of the udgama bears the figures of Siva and 
Sapta-Mātrkās on its half portion while the standing Navagrahas 
are shown on the remaining portion. 


The antarála is a small chamber measuring 2.64 x 1.22 metres. 
It has the kudyastambhas at its corners, which are similar to those of 
the kudyastambhas in the mahāmandapa. The figures of sprawling 
ganas, playing on a sankha are shown on the base. 


The garbhagrha is square, i.e., 2.95 metres and consists of a 
kudyastambha in each corner. At centre a linga is placed on an 
arghapatta which is a little higher than the level of pradaksinapatha. 
The vinirgama, to throw the water, is shown towards the north but it 
emerges in the garbhagrha and not visible externally because of recent 
repairs. 


The vitana of the garbhagrha in constructed by the intersected 
squares and in the centre a vikasita kamala is placed. 


| 


l. For the details of the iconographic features, see the chapter dealing with 
iconography. 

2. Acharya, P.K., Encyclopaedia of Hindu Architecture, Vol. VII, p. 237. The 
details of the iconographical features of Sarasvati and. Gaņeša are mentioned in 
the chapter dealing with the iconography. 

3. See, chapter dealing with iconography. 
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SAGARA TEMPLE (UMARIA) 


The temple is situated at Umaria town in Shahdol district of 
M.P. The temple is completely ruined but dvāra and a garbhagrha 
are preserved now. A renovated temple is built above the old 
garbhagrha. The modern temple is locally known as Sagara temple. 


The dvāra is noteworthy, it measures 1.70 x.85 metres in height 
and breadth respectively. On either side Ganga and Yamuna are 
sculptured in traditional posture as a dvārapāla attended by their 
female attendants. They are flanked by Sivaganas. 


Architecturally, the dvara is of Nandini class.* It consists of 
x its other essential $ākhās as mentioned previously in this class of 
Nandinī dvāras. 


The rūpastambha is horizontally divided into four niches which 
bear the figures of various deities and amorous couples. 


3 The udumbara is quite identical with those of Maribagh temple. 
The mandaraka is adorned with a vikasita kamala upon which a kalaša 
like object is placed. 


The uttaranga (lintel) bears three projected brackets with the 
sculpture figures. 


The northern bracket bears a seated image of Brahma with 
four arms. His vahana is visible under his seat. 


The central bracket bears a figure of Jaina tirthankara, who is 
represented in padmasana posture. The figure is unidentifiable because 
no particular lāfichhana is visible on the pitha, due to modern coat- 
ings. The gandharvas are engraved as usual. 


The southern bracket contains of the figures of Visnu with four 
arms riding upon his respective vahana Garuda. 


All the three brackets mentioned above are surmounted by a 
miniature Sikhara, as in the temple at Marai. 


]. Sompura, op. cit., p. 76. 
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The uttaranga consists of all the subsidiary šākhās, similar to 
those of Marai temple. The representations of Navagrahas are quite 
identical with those of Marai temple. 


The udgama, on the north, bears the figures of Siva and Parvati, 
while at the southern part, Visnu and Laksmi, are exhibited in 
standing posture. A male devotee is sculptured in front Visnu. Both 
the sculptures are damaged, i.e., on the north as well as south. 


The garbhagrha is square with a kudyastambha at its each 
corner. But the arghapatta is renovated. A modern ‘linga,’ is placed 
upon its vinirgama on the north. 


The vitāna is renovated but the existing original designs indicate 


that it was built on the similar pattern to the vitāna of Maribagh 
temple. 


VAIDYANATHA TEMPLE (BHERAGHAT) 


The temple stands upon a hillock at a distance of 20 Kms. from 
Jabalpur. The situation of the temple has a beautiful, natural 
surroundings, i.e., the river Narmada flows through Marble-Rock and 
the fall of Narmada is locally known as Dhuandhar a place of 
attraction in the Jabalpur district. 


The temple is saptaratha in plan and built in a circular en- 
closure.1 It faces north and consist of a rectangular garbhagrha,* 
antarala and a modern mandapa. The entire temple is heavily 
repaired and renovated. The adhisthana of the garbhagrha bears the 
original form. There is a kumuda moulding at the base and it is 
surmounted by three deep mouldings. This scheme continues on the 
walls of the antarala. 


1. The enclosure contains the cells in which images of various female deities are 
enshrined. Many of them bear their name on the pitha. A list of deities will be 
given in the chapter dealing with the iconography. 

2. The garbhagrha is occupied by many sculptures due to which exact measure- 
ment cannot be mentioned. 
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The entire jatghā is divided into two tiers by a bandhana. The 
antarāla bears two devakosthas but the sculptures are multilated or 
empty. : 


Above the jaughā, as mentioned above, the sikhara is heavily 
repaired due to which the original features cannot be mentioned. 


The šikhara, šukanāsikā and the mandapa, all these parts of the 
temple are renovated and some of them are later additions due to 
which they do not deserve the descriptions. 


INTERIOR 


The mandapa is modern but built on the same fashion as in the 
temple at Deotalao. The kudyas are decorated with the identical 
motifs with those of Deotalao. The stambhikās are supported by the 
kaksasanas and the roof of the mandapa ,is quite modern. Some of 
the stambhas are old but nicely renovated. 


On either side of the dvāra a kudyastambha is placed like 
Machchendranatha temple. On the right wall of the garbhagrha, 
near the right dvarasakha, there is a votive inscription which tells us 
that Mahārajni GoSaladevi; mother of Vijayasimha used to come here 
alongwith her grand son Ajaysimha to salute the God daily. This 
epigraphic evidence proves that at least this part of garbhagrha is 
original and she might have renovated a few parts of the temple. 


The dvara-Sakhas are identical with those of the dvaras of the 
temples at Amarkantak. The vertical Sakhas and the uttaranga are 
quite plain. Only one empty devakostha is engraved in the place of 
lalatabimba. 


The vertical sakhas are divided into two by a sunken line. 
The udgama bears latakarma in the place of mandaraka. 


The antarāla is rectangular measuring 2.75x]1 metres in length 
and breadth respectively. It has a kudyastambha on either side. 


1. Mirashi, V.V., Corbus Inscriptinum Indicarum, Vol. IV, pt, I. p. 368 and 
Banerji, op. cit. p. 68. 
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The garbhagrha is occupied by images which were collected and 
enshrined in later times. Among these images, a few are really note- 
worthy. These are discussed in the chapter dealing with iconography. 
The principal image of worship is an excellent Vrsabharudhamürti or 
Siva and his consort. 


The vitāna is renovated due to which the original style of it 
cannot be described. 


SOMANATHA TEMPLE (DEOTALAO) 


The temple is situated at a village Deotalao, at a distance of 
about 48 Kms. from Rewa, towards north-east, on the Rewa-Mirzapur 
road. Among a group of three temples, Somanātha temple deserves 
description. The temple belongs to a fairly late period. 


EXTERIOR 


The temple is built on saptaratha plan and consists of a rect- 
angular garbhagrha, antarāla and mandapa. 


At the adhisthana, there is a kumuda moulding surmounted by 
a flat moulding. These mouldings are continued on the walls of 
antarala and mandapa. Above these two mouldings, the scheme 
differs on the walls of the garbhagrha and the mandapa. Just below 
the jatghā, it bears a ghata moulding and then kumuda moulding 
which are surmounted by a flat moulding. All above mentioned 
mouldings are in degenerated form. 


The entire janghā is decorated with several deep mouldings. The 
upper part of the jarhgā, bears a tier of the vertical and projected 
blocks which are pointed at the upper side. Each ratha bears double 
blocks of similar nature. The top portion of the ja?gha bears three 
deep mouldings. 


The central ratha bears a big devakostha, flanked by the mini- 
ature kudyastambhas. It contains a ratnapuspa and surmounted by 
candrašālā design. This tier and the mouldings are continued on the 
rathas, on three sides. But the walls of the antarala bear devakostha 
with a ratnapuspa similar to the central ratha. 


The upper part of the ja”ghā is surmounted by three mouldings. 
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Each ratha emanates a corresponding ratha from the base of the 
Sikhara. Corresponding to the height of the roof of the mandapa, all 
the rathas bear three mouldings. The karnarathas are very irregularly 
divided into five Bhumis by keeping the degenerated shape of ghatas 
or amalas. All the rathas emerge to the Sikhara, before they reach to 
amalasara and hence the shape of the Sikhara looks round and 
stunted. The galā is surmounted by a round and plain āmalasāra 
with the candrika. The Gmalasarika is placed with its candrika and 
crowned by a kGlaSa. 


The kudyas are decorated with a panel of vertical blocks, shown 
alternately sunk. The kaksāsanas support the round stambhikas 
which bear the weight of roof of the mandapa. These are six in 
number measuring 1.20 metres with a bracket on the Sirsa. The roof 
of the mandapa is built on pharisana style but damaged. 


INTERIOR © 

. The entrance to the mandapa is on the west. Internally, the 
mandapa measures 3.48x2.80 metres in length and breadth respecti- 
vely. The kudyas measure 1.14 metres in height and vertically 
divided into two by a miniature kudyastambha. A mukhacatuski is 
shown in front of the dvara. 


The dvāra measures 2x1.7 metres in length and breadth 
respectively. It is similar to the dvāra of Gauri-Sankara temple at 
Bheraghat. 

The antarala is rectangular 2.44x.45 metres in length and 
breadth respectively and the kudyastambhas are absolutely plain. 

The garbhagrha measures 2.50x2.68 metres in length and 
breadth respectively and is very much renovated. Many sculptures 
are fixed on the eastern wall of it but either, some of them are 
quite recent, or unidentifiable. The temple belongs to the later 
period. 


BHAIRAVA TEMPLE (DEOTALAO) 


The temple is situated near the temple of Somanātha at 
Deotalao and isa later temple. The temple stands on a high square 
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jagati, measuring 4.55 metres, and 90 cms. in height from the earth 
level. 


It consists of a square garbhagrha and rectangular antarala and 
faces north. The shrine is the latest hut-shaped temple, square, 
externally and internally both, i.e., 4.55 externally and 2.85 metres 
internally. Around the garbhagrha, six round stambhas support the 
projected roof of the verandah, which is divided into five by 
dharanis. The verandah measures 1.50 metres from the external walls 
of the garbhagrha but the length is the same as that of the jagatī. 

The dvara measures 1.52x.84 metres in length and breadth. On 
the right of the dvara, a modern image of Bhairava is placed. 


The antarāla measures 2.14x.92 metres which has kudyastambha 
on either side. 


The square garbhagrha measures 2.85 metres. At the centre a 
modern image of Bhairava is placed. 


ARCHITECTURE 


The Kalacuri architect played a significant role in the history 
of early mediaeval architecture of India. We find innovations in the 
temple as well as in civil architecture during the reign of the 
Kalacuris. The Kalacuri rulers were staunch followers of the $aiva 
faith and constructed temples and monasteries all over their vast 
territory. They not only paid attention towards the religious 
monuments but also constructed tanks, wells, and fortified the major 
cities. The monuments lying scattered over their kingdom testify to 
their zeal in this field. 


It has been suggested that the Kalacuri monuments should. 
be divided into theree groups. But the known monuments indicate 
that the architectural activities were taking place in various styles and 
regional influences were at work simultaneously. The monuments 
belonging to the closing decades of their rule are neither attractive 
nor systematically built. It shows that they were dominated by the 
neighbours like the Candellas which affected their cultural life and 


1. Banerji, op. cit., p. 31. 
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architectural expression and hence they could not maintain the glory 
of their forefathers. 


The monuments, discovered so far, may be roughly divided 
into two groups:— 


Group I Period of prosperity (circa 1000 A.D.— 
circa 1100 A.D.) 


Group II Period of decline (circa 1100 A.D.— 
circa 1300 A.D.) 


All the monuments may be classified, on the basis of their 
architectural features, into various groups, as follows : 


(1) Religious architecture covering various styles of temples 
and other relevant structures like monasteries, and 


(2) Religious and Civil architecture, 
(A) which includes, Fortifications around the cities and 
(B) which deals with the tanks, step-wells, etc. 


Religious Architecture 


Under this major heading we have classified the Kalacuri 
temples into various sub-groups which are based upon the architec- 
tural features of the temples. 


I Vrttakara garbhagrha type of temples, which consists of a 
rectangular mandapa, antarala and vrttākāra garbhagrha; 
For instance, Saiva temples at Chandrehe and Mahsaun. 


II Square garbhagrha type of temples, which consists of :— 
(A) an antarala, a mandapa with sub-chambers on either 
side, decorated with the kaksāsanas, e.g., VirateSvara temple 
at Sohagpur. 


(B) The second sub-group includes all those temples which 
are built on the trīratha, paficaratha, saptaratha plans. 
They consist of a square garbhagrha rectangular antarala 
and a rectangular mandapa supported by stambhas and 
closed by the kudyas with the kaksāsanas on either side 
e.g., Amarkantak group of the temples. 
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III The temples which consist of more than one garbhagrha, 
e.g., triayatan temple of Karna at Amarkantak. The 
survey of the Kalacuri temples shows that they have not 
strictly followed any particular Silpasastra but they were 
much influenced by the regionel demands of sub-styles 
and idioms. Various types of temples were constructed 
contemporaneously. For instance, the Pātālešvara and 
Machchendranatha temples are much influenced, exter- 
nally, by the Orissan style. 


The triāyatana temple of Karna might have imitated the 
temples at Kasara? (Gujarat) and Kukdeshwara. Mention may be 
made of vritakara garbhagrha type temples at Chandrehe and Mahsaun 
which might have been a demand of the $aiva ācāryas of the Mattama- 
yüra sect.? 


The Virātešvara temple at Sohagpur, attributable to circa 11th 
century A.D., exhibits an advanced stage of the temple architecture. 
It bears partial resemblance to the fully-developed Khajuraho temples 
in displaying three bands of sculptures on the external walls of the 
garbhagrha and in the composition of sikhara. The entire sikhara 
is adorned with a cluster of thirty-six angašikharas. All the central 
rathas are provided with an urušūga. Inspite of the partial similarity, 
it differs from the Khajuraho group due to difference of proportions 
and a divergent form of mandapa. 


To evaluate the temples and other religious monuments, we have 
classified them into approximate chronological groups and phases of 
evolution. The table given below will help to understand the distri- 
bution of the Kalacuri temples. 


1. There is only one temple at Amarkantak, discovered so far; another temple 
of Kešavanārāyaņa at the same place has two garbhagrhas but it might be 
added later on. 


2. Sankalia, op. cit., p. 81, f.n. 4 and Banerji, op. cit., p. 56. 
3. Radheysharana, Itihāsa Anusilana (Hindi), Vol. I, 1967, p. 96. 
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TABLE! 


Phase Approx. A. B 


xb ode kom 


U 


Date 


Circa Šaiva temple, 
900 A.D (Mahsaun) 


Šaiva temple, (Chandrehe) Vaidyanātha temple (Baijnath) 
Šaiva Monastery (Chandrehe) 


Rewa-torna (Rewa) 
Vi$vanàtha temple (Maribagh) 
Chausatha-Y ogini temple 
(Cloister) (Bheraghat) 
Saiva temple (Marai) 
Saiva temple (Khajuha) 
Saiva temples (Nohta)* 

Circa Machchendranāth temple 

- 1000 A.D. (Amarkantak) 

Patiandai temple (Pataura). 


Triāyatan temple, of Karna, 
(Amarkantak) 


Kešavanārāyaņa temple (Amar- 
kantak) 


Patalésvara temple (Amarkantak) 


Saiva temple (Guruhara)? 
Saiva temple (Baragaon) 


. Columns ‘A’ and ‘B’ indicate the circular and square garbhagrha type of temples 


respectively except the monastery, torana and Chausatha-Yogini temple at 
Bheraghat. 


. The temples are not surveyed by the author. 
. This temple is not surveyed by the author. see, Radheysharana, A.[.O.C., 23rd 


session, pt. II, pp. 42-43. 
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Phase Approx. A B 

Date i 

L Virātešvara temple (Sohagpur) 

Sāgara temple (Umaria). 

E Circa Vaidyanātha temple (Bheraghat) 
1200 A.D. 

N Somanātha temple (Deotalao) 

T Circa Bhairava temple (Deotalao) 

E 1400 A.D. 


MAJOR CHARACTERISTICS OF THE TEMPLES 
There was no fixed temple style for a particular region and 


hence the architectural activities were taking place in various sub-types 
simultaneously. We may infer that most of the temples were cons- 
tructed by the demands of the patrons and the styles are influenced 
by the neighbouring territories. Nevertheless, some major features 
could be observed, as follows : 


(1) 


(2) 


(3) 


(4) 


The Kalacuri temples have several types of plan, i.e., circular, 
square, triāyatana and rectangular based on the cardinal 
directions. 


The rectangular antarala, separated from the garbhagrha by 
placing a heavy kudyastambha on either side of the dvara, at the 
interior. 


The garbhagrha has always a heavy kudyastambha at each karņa 
(corner). - 


The vitāna of the mandapa and garbhagrha has concentric circles 
or squares which are decorated with different designs. But in 
some of the temples, the vitāna of the mandapa has many rec- 
tangular forms formed by the interculmination which are 
supported by various stambhas, for instance, the Amarkantak 


group of the temples. But in the centre only a kamala is ; oa s 


placed. 
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(5) 


(6) 


(7) 


(8) 


(9) 


(10) 


1. 
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Most of the temples are built on a high jagati, viz. Virātešvara 
temple, Chandrehe, triayatana temple at Amarkantak and Saiva 
temple Marai. 


This particular feature is commonly found at Khajuraho. 


The temples, generally, stand on a high adhisthana which bears 
the deep ghata and kumuda mouldings. Sometimes, these mould- 
ings are decorated with candrašālā design. 


But in a few temples, we do not find the heavy adhisthana, 
though the deep mouldings are shown, for instance, the temples 
of Machchendranatha and Pātālešvara at Amarkantak. 


The jangha is generally divided into two or three tiers by one 
or two bandhanas which bear either devakosthas or projected 
and sculptured blocks. These devakosthas bear the figures of 
deities or amorous couples. But at Amarkantak, all devakosthas 
bear ratnapuspas. 


The sikhara! is generally curvilinear and has a circular medallion 
on the Sukanasika. These medallions are mostly empty. Though 
some unidentifiable figures could be observed. 


All the Kalacuri temples, except circular garbhagrha type temple 
has a bigger ratha with broad devakosthas and surmounted by 
chaitya-pediments or its miniature forms. 


As stated previously the $ikhara of Viratesvara temple is the 
only specimen which is adorned with various angašikharas and 
central rathas bear an urusrüga. 


The crowning members of the $ikharas, i.e., the gala, amalasara, 
candrika, and kalaša are quite broad in the temples of Virāteš- 
vara and friyātana temple at Amarkantak. It is the major 
feature to enhance the beauty of the entire temple. 


The Chandrehe temple has round sikhara with a circular medallion in the 
centre. 
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(12) The karnarathas are generally divided into various Bhamis by 


placing āmalas or kalaía. Yn a few cases these karnarathas 
reach amalasara whereas in some cases they leave a short gap.! 


Apart from the above mentioned features of the rathas, 
triayatana temple of Karna exhibits a new pattern of decoration, 
ie., all the rathas are surmounted by a candrašālā design and 
the karnarathas bear an Gmalasarika. 


The šikharas of the triayatana temple of Karna and 
Virātesvara temple exhibit an advanced stage of Indo-Aryan 
Sikhara type. 


(13) The general architectural style resembles those of the contem- 
porary temples of Gujarat which emphasizes a common stock of 
origin of Nāgara temples. The influences of the Candella, 
Paramāra, Cālukya and Orissan art prove the wide relations, of 
the Kalacuri architects. 


(14) The Kalacuri temples are mostly decorated with the candrasala 
design. This particular decorative motif has been exhibited in 
various modified forms.? Sometimes, we find its degenerated 
forms also. 


Mention may be made of a hypethral cloister known as Chausa- 
th-Yogini temple at Bheraghat. It has always been a point of 
controversy among the scholars. It consists of eighty-one cells, 
mostly, with a female deity facing the central shrine. They bear their 
names on the pitha.* Scholars like Hiralal, Mirashi and Katare have 


1. The karnarathas of Machchendranatha and Pātālešvara are noteworthy. 
Usually, the karnarathas are divided into 11, 16, bhūmis at Amarkantak. 

2. Sankalia, op. cit., p. 257. 

3. The decorative motifs attempted on the sikhara of the Vaidyanātha temple 
(partially preserved) and also in the sikhara of Chandrehe temple exibits a 
form entirely different than those of Sohagpur and Amarkantak. For details 
see, Ghosh, D., J. N. Banerjea Volume, ‘The Caitya Window Motif’, 1960, pp. 
148-61, Figs. 1,2. 

4. Banerji, op. cit., pp. 72-90. 
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identified it with the Golaki-Matha; mentioned in an inscription.! 
But Dikshit? opposed the view and on the basis of a recently dis- 
covered circular platform of the temple alongwith several sculptural 
images, he presumed that Chausath-Yogini temple cannot be the 
same as Golaki-Matha. After a careful comparison of the plan and 
situation of both the shrines he advanced his view that the famous 
Golaki-Matha might have been the same newly discovered temple 
which stood on the site of Nadia-ki Tori. He suggested that the 
grand edifice was, most probably, enshrined to a Trimurti of Siva, i.e., 
in three aspects, which is still worshipped on the mound of Hathia- 
gadha, in the name of Kher-Mai. 


Whatever, may be the original place of matha but this parti- 
cular style of building cloisters does not effect the plan of the 
Kalacuri temples. We may presumably, say that a few temples were 
enclosed by a circular cloisters in near the neighbouring regions of 
the Kalacuri capital Tripuri. This particular style was prevalent in 
India from earlier period as suggested by Stella Kramrisch. The 
Chausath-Yogini temple at Khajuraho is an example in the Candella 
territory which must be the contemporary of the above mentioned 
temples. 


DVARA 


The dvāra is an important part of a temple or palace. It has 
been invariably and elaborately described in various Silpašāstras.? 
Texts like the Brhatsamhita and the Mānasāra inform us about the 
dyārastāna and the instructions (dvara nirdeša) to place the dvāra, 


1. The Malkapuram Inscription of Kakatiya king Rudradeva, dated $aka 1183, 
see J.A.H.R.S., IV, pp. 147 ff; Katare, S.L., J.B.O.R.S., XLIV, pts. 1-2, 1958, 
pp. 43-45 ; Hiralal, R.B., J.B.O.R.S., XIII, pp. 138-40, and A.B.O.R.J., IX, pp. 
288-89 and also Mirashi, V.V., 1.H.Q., XXVI, p. 10. E 

2. Dikshit, M.G., op. cit. Appendix I, p. 34. 

3. Brhatsamhita, Chapt. 53, 26-27, 70-80 ; 54, 10 ; Mānasāra, Ch. 38, 2-54 and 
39, 1-163 ; Prasadamandana, Chapt. 3 ; Dipárnava, Chap. 6, etc., and also Agni- 
purana, Ch. 104, V, 24 ; Garudapurdna, Ch. 46, v. 31. 
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either in the palace or in temples. According to instructions men- 
tioned in the above mentioned texts, the dvara should be placed on 
the cardinal points and the different faces of the dvara yield different 
results. They bring good or bad results to the owner or founder of 
the palace or temple. This particular aspect of dvara is mentioned 
in the texts as dvaáradosa.? 


The essential parts of the dvāra are mentioned in the Mānasāra 
for instance, the dvāras should consist of four or six components, 
viz. the kavāta (door-panel), dvara-sandhi (door-joint), phalaka 
(door-plant), kīlabhājana (bolt), etc. The Aparajitaprccha, Prāsāda- 
mandana, Diparnava, Ksirarnava mention the details of the essential 
šākhās as well as the measurements of the dvāra.* 


All the text like the Mānasāra and Brhatsamhita have mention- 
ed the dvāra-māna but none of these texts prescribe the absolute 
measurement. They have mentioned some alternative measurements 
also. However, according to descriptions of the dvāra-māna, in all 
the architectural treatises the general principle may be accepted 
as the height of the dvāra should be twice of its width, as mentioned 
in the Mānasāra” The majority of the Kalacuri temples have follow- 
ed the general principle of measurements. In the absence of absolute 
measurements, a difference of 5 to 10 cms. can be avoided. 


The above mentioned texts have elaborately described the 
decorative. motifs of a dvāra.* According to the Manasara, the 
figures of major deities like Gaņeša, Sarasvati, etc., should be 
sculptured on the dvārašākhās and entire dvāra should be profusely 
carved. The Kalacuri temples at Sohagpur, Marai, Baijnath, 
Maribagh, Khajuha and Umaria are fitted with such decorated dvara- 
sakhas. 


1. Brhatsamhita, Chapt. 53, 26-27, 70-80; 54, 10; Mānasāra, Ch. 38, 2-54 and 
39, 1-163; Prāsādamandana, Chapt. 3; Dīpārņaua, Chap. 6, etc., and also 
Agnipurāņa, Ch. 104, V, 24; Garudapurāņa, Cha. 46, v. 31. 

. Brhat samhita, ch. 53, 72-80. 

Ibid. 

Jain, op. cit., pp. 58-70 ; and Sompura, op. cit., 

Acharya, P.K., op. cit., pp. 235-243. ch. 6, pp. 72-86. 

Ibid., also p. 237 ; Mānasāra, V.V. 19, 30. 

Ibid. 


BO ROS 
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UTTARANGA OR SIRAPATTI 
All the uttaranga bear three projected brackets with the 
sculptural figures of various deities with exception of Amarkantak 
group and Saiva temple at Chandrehe, Vaidyanatha temple at Bhera- 
ghat. The plain uttarangas bear a lalatabiriba which contains either 
a puspa or a figure of nrtya-Gaņeša.! 


The sculptured wttarangas has its other essential parts, as 
mentioned in the Silpasastras? The rathikas are mostly decorated 
with the figures of Navagrahas and sometimes, we find the figures of 
Sapta-Matrkas either flanked by Gaņeša and Virabhadra or alone in 
a panel. 


MANDAPA 


The Mānasāra* gives a detailed description of the mandapa. The 
mandapas at Amarkantak are either rectangular or square. The 
preserved mandapas are mostly rectangular. The stambhas (circular) 
placed in two rows in the mandapas support the roof of the mandapa. 
All the mandapas are roofed by phamsana style, but some of the earlier 
temples do not have this feature. The Viráte$vara temple has a 
square mandapa and the double kudyastambhas, adorned with the 
latakarma and puspakarma are situated on allsides. It has a subsi- 
diary kaksa on either side with the kaksāsanas. The vitana is 
decorated with the concentric circles which are fretted and coved. 
Generally, most of the preserved mandapas have the kaksāsanas, 
decorated with various decorative motifs. 


STAMBHA 


The stambhas are usually carved on the pitha and Sirsa. They 
are mostly circular and sometimes square with chamfered corners in 
shape. The shafts of the stambhas are generally plain but in a few 


1. But the uttaranga of the Patindāi temple bears three images of tirthankaras on 
its projected brackets. The plain dvāra is quite similar to a dvāra fitted in the 
Lalaguan temple at Khajuraho. See Prakash, V., Khajuraho, 1967, p. 12, fig. 1. 

. See the detailed descriptions of the dvāras in the temples. 

. Acharya, op. cit., pp. 395-409. 

. The mandapa of triāyatana is ruined. 


AU). 
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cases they are beautifully sculptured. For instance, the stambhas! 
which exist in a ruined temple at the mound of Karanbel, locally 
known as Bada-Dehara and other fragmentary stambhas, however, 
will be discussed in the chapter dealing with the iconography. The 
stambhas discovered at Gurh, and above mentioned fragmentary 
stambhas emphasize that they were decorated with auspicious deco- 
rative motifs like pūrnakalaša; (a symbol of prosperity) and ghanta 
and malakarmas. 


CIVIL AND RELIGIOUS ARCHITECTURE 


(A) FORTIFICATIONS AROUND THE CITIES—REHUTA-FORT 


This place is situated near village Mahsaun; very close to the 
Gurgi mound. The architectural remains and the ruined fortified 
walls are still in-situ in a shape of huge masonary. The area is fairly 
large and numerous sculptural specimens, and a few inscriptions as 
well as some ruined temples are discovered in the area. These dis- 
coveries prove the past glory of a fortified and important city of the 
Kalacuris. [tis difficult to get the exact measurement of the city as 
well as the idea of plan of the city. But at a few places the walls are 
still partially preserved and local people call it Rehuta-Fort.2 An 


image of warrior, though later in age, is installed in front of a gate of 
the fort.’ 


(B) THE TANKS, STEP-WELLS, ETC. 


The stepped tanks and wells have also been discovered in the 
region. But most of them are in dilapidated condition. The tanks, 
preserved at Marai, Tewar, Jura, Khajuha, Gurgi, Baragaon and 
Mahsaun are well preserved.* All of these tanks are found very close 


1. It is decorated with purnakalaSa design and other decorative motifs like 
ratnapuspas. Similar fragmentary stambha is preserved in the Ramban Museum. 
It bears the mālā and ghantā-karma alongwith pūrņakalaša. See, Dikshit, 
M.G., op. cit., 1952, p. 4, Pl. VI, and Banerji; op. cit., Pl. XIX. 

2. Banerji, op. cit., Pl. V, a. 

3. The inscriptions and sculptural specimens are preserved either in the personal 
collections of Maharaja at Rewa or in the State Museum at D hubela. 


4. These tanks shallowed in large area due to which actual measurement could not 
be taken. 
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to the ancient temples. The situation of these tanks bear an impres- 
sion that they were constructed by the authorities to help the people 
during the religious occasions. 


Stepped-well at Tewar 


It is ‘cruciform in shape with four narrow stairways, in the centre 
of each of the four sides'.! In addition to these stair-cases there are 
additional ones on the eastern side, on which a platform appears to 
have been constructed. 


|) The tank at Marai is bigger than other tanks found in the 

P Kalacuri territory. We find a group of about three to four temples 

T but in ruined condition on the bank of the tank. Banerji discovered 

4 many sculptural specimens at this place. A beautiful image of 
Sesašāyin-Visņu,* is an outstanding creation of the Kalacuri artists. 
I visited the place and found that many sculptures are still lying 
scattered on the spot which shows the importance of the place as well 
as the utility of the tank during the Kalacuri period. Two sides of 
the tank is still stepped but in ruined condition, while remaining 
sides, i.e., the southern and eastern sides are in dilapidated condition. 
From the western side the staircase is well preserved but in renovated 
form. 


Very close to this staircase, on a high jagati, three small and 
modern shrines are existing which are reconstructed on the places of 
old temples. Many architectural pieces are fixed in the walls of these 
temples. Some of them are really very interesting which narrate the 
wonderful exploits done by Krsņa,* engraved on the small stambhas. 
It is difficult to give the exact measurement of the tank. 


1. Banerji, op. cit., p. 66, Pl. XXI, 6. 


2. The image is preserved in the Calcutta Museum. See Banerjee, op. cit., p. 94, 
See, Pl. XVI fig. C. 


3. See the details in the chapter dealing with the iconography. 
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Stepped tank at Khajuha 


This is well preserved tank situated in front of a Saiva temple 
at Khajuha.! The place is situated near Gurgi; a famous centre of 
the Kalacuri arts. The tank is rectangular in shape and stepped from 
all four sides. The steps are still preserved from top to bottom. They 
are mostly repaired. We could observe that the centre of the bottom 
is also stepped from the western side. The tank still provides water 
for the worship and on some religious occasions. 


Banerji? has mentioned a tank at Bilhari known as Laksamana- 
sāgara. It was built by King Laksmaņarāja II, the son and successor 
of Yuvarajadeva I. On the basis of an inscription? discovered at the 
place, it was built in front of a Saiva monastery. The above inscrip- 
tion informs us that King Laksamaņarāja invited a Saiva Acarya 
HrdayaSiva to his country of Dàhala and appointed him as an 
incharge of the monastery of holy Vaidyanātha. 


1. We could not take the actual measurements because of certain technical 
difficulties. For the details of the Saiva temple at Khajuha, see, the chapter 
dealing with the architectural remains. 

2. Banerji, R.D., op. cit., p. 46, Pl. VII, a. 

3. Mirashi, V.V., op. cit., no. 46, p. 206. 
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SCULPTURE 


*Indian sculpture is very rarely found alone, it had to serve 
architecture chiefly as ornament of the latter", observes Sankalia.! 
The observation well suits the sculptural wealth of the region ruled 
by the Kalacuris of Tripuri. The major part of their work was the 
construction of images of various gods and goddesses, which, however, 


- will be discussed in the chapter dealing with iconography. 


A sketch of the sculptural achievements, belonging to the 
period of our study, will be prescribed here to get a coherent picture 
of their art. The representations of sculptures in the Kalacuri art 
are generally found to decorate the various parts of temples, such as, 
the adhisthana, jangha (internally as well as externally), vitana, dvara- 
Sakhas and the šikharas. Though some of them have already been 
mentioned in the chapter dealing with the architectural remains. 
Nevertheless, their archievements in the field of sculpture are discus- 
sed under the following heads:— 


1. Human figures (including the figures of attendants, devotees 
etc.). 


2. Animal figures. 
3. Architectural designs. 


1. HUMAN FIGURES 
Independent human figures are very rarely found. A few speci- 
mens may, however, be mentioned here. 


1. Sankalia, Archaeology of Gujarat (including Kathiawar), 1941, p. 116. 
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Sculptures from Amarkantak 


The place is of considerable importance, as mentioned 
previously. A number of sculptures have been noticed here by 
Cunningham and Benerji' alongwith a group of temples belonging to 
circa llth century A.D. 


Narayana 

A statue of a man has been discovered which contains an inscrip- 
tion in four lines on its pitha. According to the inscription, 
Narayana was the son of Madhava, who was the superintendent of 
scribes. Further, he is praised and mentioned as an expert archer 
like Arjuna. 


The statue is shown seated in padmasana under an umbrella in 
afjalihastamudrá holding a kamala. He wears a peculiar mukuta 
which is adorned with three vertical strings. These strings are 
hanging upon his fore head. He wears kundalas, haras, keyuras, 
kankana, rings and nūpuras (two bigger and one small). There is a 
standing camaradharini on either side. The Gandharvas are shown 
above the head of the statue in the recessed corners wearing malas. 


The date of the statue, as mentioned in the inscription on the 
pitha, is the Kalacuri-Cedi era 922 (=1172 A.D.)? This statue 
belongs to the later group of the Kalacuri rulers, viz. Jayasimha, 
Vijayasimha. 

Sagara 

The other inscribed statue, noticed by Banerji* from the same 
place is of a persons named Sagara. He is shown in the same 
posture as Narayana. The ornaments are almost identical with 
those of Narayana. There is, however, a slight difference in 
execution, which may be observed, viz. the ratnamukuta has a hollow 
in the centre and is finer than that of Narayana. He wears ratna- 
kundalas, which are adorned with beads. Sagara has very thick and 


The sculputures mentioned below belong to circa 12th century A.D. 
. Banerji, R.D., M.4.S.I., 23, pp. 107-8, pl. xlix a. 

. Banerji, op. cit., p. 107. 

. Ibid. 
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raised mustaches whereas Nārāyaņa's mustaches are thin and not 
clearly visible. Both of them are in afjalihasta-mudra but Narayana 
holds a kamala in his clasped hands, while the objects held in the 
hands of Sagara are not visible. 


According to the inscriptions engraved on the pitha, Sagara was 
a Banijārā, ie. a class of the merchants, probably Ràutà.! On 
either side of the statue, there is a standing female figure of camara- 
dhāriņī. The Gandharva pairs are shown in the same posture as 
with the statue of Narayana. 


SCULPTURES FROM GURGI AND MAHSAUN 


The human figures sculptured by the Kalacuri artists are found 
on the basrchief of Rawa-torana (the torana belongs to a Saiva temple 
at Gurgi). The various human figures in different postures have 
already been described in the previous chapter. However, a brief 
is survey necessary;to get the coherent picture of the human represen- 
tations in the Kalacuri art. 


We find a male figure in standing posture on the kumbhi (at the 
base) of both tbe sakhds on octagonal faces flanked by the slender 
kudyastambhikas. They wear a dhoti reaching the knee but their face 
is seriously damaged. It is difficult to arrive at any satisfactory 
conclusion as to where these figures are of asectics or of semi-divine 
beings. 

Again in the stambha, the apsaras are shown flanked by the 
same type of ringed kudyastambhikas. The thinner brackets are 
adorned with the group of male and female figures in various amorous 
postures, as depicted at Khajuraho. Further, we find beautiful 
representations of women in gadadi (thicker brackets) in $alabhafijika 
posture’, engraved in both the fakhas which is called a woman motif 
in ancient Indian art. 


1. Banerji, op. cit., p. 107. 2 

2. Some of the human figures are found in the Gupta temple at Tigowa but they 
are not concerned with our studies. 

3. Anderson, Catalogue and Hand-book of the Archaeological Collection in Indian 
Museum, pt. If, pp. 216-21. The female figures are identical with the above 
figure which was brought from Bhubaneshwar. See, Banerji, op. cit., p. 73. 
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The display of Siva's marriage procession, accompanied by . 


various gods and Saiva ascetics alongwith warriors and musicians, 
is a special characteristic of the Kalacuri artists. Apart from the 
sculptures we find figures of devotees and attendants (as subsidiary 
representation) in abundance in the bas-relief of the lintel. In the 
same toraņa two vyāla, riders are also represented but their face is 
not clearly visible, probably, they are mythical representations, to 
decorate the lintel of the toraņa. The šārdūla figures are quite 
identical with the sardglas of Khajuraho. 


The sculptural finds at Gurgi indicate that Gurgi might have 
been one of the important centres of the Kalacuris as confirmed by 
Radheysharan.' For instance, we still get many sculptures lying on 
a huge mound.? 


The sculptures belonging to the succeeding centuries, i.e., circa 
11th century onward show their importance for a considerable time. 
For instance, mention may be made of a beautiful sculpture of two 
standing ascetics.* They are shown in a standing posture and face 
each other. They have the peculiar jatāmukuta, beard, mustaches 
and elongated earlobes. But their dress is not clear, probably, they 
are naked. One of them holds a round object with his left hand 
but is unidentifiable. 


An image of warrior at Mahsaun 


The colossal image of a male was found on the bank of a tank 
near Rehuta Fort at Mahsaum. It measures 2.29 metres in height. 
The image is in the pratyālidha pose. His right hand is raised in the 
action of salute. He is well equipped like a warrior. A khadga 


1. Radheysharan, R., All India Oriental Conference, 23rd session, Aligarh, II, 
Summaries of Papers, p. 41. 

2. A minor excavation has been carried out by the Sagar University but the report 
is yet to be published. 

3. The asectic standing in front has turned his face back and the next asectic 
holds his left hand.. The photograph of this sculpture has been supplied by 
American Academy Banaras and the original specimen is preserved in Niraj 
Jain collection at Satna, M.P. the other image as guru and sisya is sculptured 
on the lalātabiriība of a dvāra in the Saiva monastery at Chandrehe. 
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(dagger) is suspended from a chain tied around his waist. He wears 
an upavita, keyuras, hàras, valayas, mukuta kundalas and the chhanna- 
vira. The Sivatsa symbol is visible on his chest. A part of his jata 
rests upon his shoulder. He has big mustaches which is upturned and 
twisted beard. 


The image is still worshipped by the local people as that of 
Hanuman. Most probably, it is an image of a warrior who might 
have lost his life or done heroic deeds in the battle-fields due to which 
it might have been installed in front of the fort. Iconographically, it 
might be a later creation of the Kalacuri tradition. 

m, 


Sculptures from the Chandrehe Monastery 


The human figures sculptured in the monastery seem to be con- 
temporary to those of the figures in Rewa-torana. 


The female figures sculptured on the urtaraūga (Sirapatti) of the 
dvara are of considerable importance. They are decorated with the 
similar ornaments to those of Ganga and Yamuna. At present, the 
representations of these figures cannot be definitely mentioned. 


The figures of two asectics on the Sirapatti of a kaksa, situated 
in the eastern wing at south-east corner, is also important. These 
ascetics are sculptured on the /alatabiriba or the central bracket of the 
Sirapatti. They are shown in standing posture and wear dhoti, reaching 
the knee but their jatāmukuta is of a peculiar style rather rarely found 
in India. The ascetic facing front is beardless but the other one, 
facing south, is bearded. These asectics differ in features from those 
of the figures sculptured in the bas-relief of the Rewa-torana. 


Sculptures from Sohagpur 


Sohagpur was an important place during the reign of the Kala- 
curis. Many sculptures have been discovered from the surrounding 
regions and preserved in the personal collection of Maharaja of 
Sohagpur. The human representation on the walls of the Viráte$vara 
temple is an excellent example of the Kalacuri artists. The figures of 
apsaras and amorous couples, exhibited on the external walls of the 
mandapa and on the jarigha, remind us the figures at Khajuraho. 
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The Kalacuri sculptures depicted the personal as well as social 
life of the people. They have gained tremendous success in represen- 
ting the Rati and other such figures on the walls of the temple, for 
instance, ladies in $yūgāra, applying collarium, looking into mirror, 
putting on ngpuras and squeezing hair or combing hair, etc. 


Mention may be made of a scene depicting a mother and 
her three children. She is fondling one of them, the second child is 
trying to climb up, whereas the third one is standing in front. She 
looks at him with utmost motherly love. 


Just above the scene mentioned above, we find another scene of 
a teacher and his two disciples (or a father and his two sons). The 
teacher is seated at the Centre and one of his disciples is standing in 
front in afijalihasta-mudra. The teacher is warning or delivering his 
lecture and disciples are represented as if hearing sincerely. Very 
close to the above figures two males are sculptured as if engaged in 
confidential talk. On the same face, at the karnika, two warriors are 
engraved in fighting posture. They hold a sword. 


Apart from these figures, the female figures represented inside 
the mandapa are also rare specimens of the Kalacuri workmanship. 
These figures are dealt with the vitānas of the Kalacuri temples. 


Sculptures from Baijnath 


The architectural remains of a temple at Baijnath confirms that 
this place might have been one of the famous religious places. The 
sculptured dvāra exhibits various human figures, i.e., male, female 
in various poses as well as amorous couples on the rūpastambha of the 
dvāra. 


On either side of the uttaranga, a sculptured block of stone is 
projected. They bear a figure of Vrksikas. The female figure on the 
southern block holds a kamala with one hand and her other hand 


1. This scene can be seen on the northern wall of the temple. 
2. Sivaramamurti, C., Sculpture Inspired by Kālidāsa, Madras, 1942, p. 20, 
fig. 16. : 
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rests upon her waist. The exact idea behind such representations 
cannot be definitely mentioned here. 


A šilāpatta representing a scene from Hāla's Gāthāsaptašatī from 
Tewar 


This $ilāpatta was first noticed by Banerji but he did not identify 
the exact scene depicted on it It is carved out of a reddish sand- 
stone measuring 1.1660 metres in length and breadth respectively. 
It depicts a scene inspired by Hāla's Gāthāsaptašatī. The story takes 
place in a garden. There are four female figures and a male. The 
male is sculptured sleeping on a bed with left leg stretched and placed 
over a mašūraka. His right legis bent and placed on the left and 
held by the left hand. He had placed his right hand on the right side 
of the face covering the right ear. His head rests upon a pillow and 
is turned to the left. The person is evidently expecting somebody 
or pretends to have slept. The bed is supported by hour-glass like 
objects and a lotā is placed under the bed. A female figure, probably 
his beloved, is seated near the head on the ground and imprints a 
kiss on her lover’s cheek.* Near his feet three women are shown. 
Two of them are seated on a similar māšūraka but at the extreme 
right, probably, a female attendant is represented in standing posture 
who holds an indistinct object with her hands. All of them seem 
to be engaged in serious talk. The central figure, in the group of 
three figures, is shown absorbed in thought. She holds a dagger (?) 
with her left hand, whereas the right hand rests upon her thigh. The 
female seated on her left is shown with clapsed hands. Katare has 
suggested that the woman at the centre has found that she was late in 
reaching the place of the rendezvous due to which she may not be, 
any more, entertained by her lover and hence she is thinking of 


1. Banerji, op. cit. p. 92. 


2. Katare, S.L., "An inscribed Sculpture inspired by Hāla's Gāthāsaptašatī,” 
I.H.Q., XXVIII, no. 4, 1952, pp. 379-85. For the details of verse, see, Chatur- 
vedi; N., Gathdsatisati (Hindi), Varanasi, 1961, I,. I, 20, p. 5. 

3. Ibid. 
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committing suicide with a dagger. The lady on her left advices her 
not to commit suicide and is trying to allay her suspicions. Thus she 
is inducing her to go to her lover and giving her some advice as to 
how she could please him.? All women are well ornamented with 
various ornaments. 


The šifāpatta bears an inscription on the pitha in Nāgarī 
character and assigned to circa 11th century A.D. 


Dancing and amorous figures 


The dancing and amorous figures are frequently found in the 
Kalacuri monuments. For instance, at Vi$vanatha temple (Maribagh), 
Virātešvara temple (Sohagpur), Vaidyanātha (Baijnath) and Marai 
temples as well as Rewa-torana. 


The upper lintel of Rewa-forana bears some dancing figures, 
shown playing on various musical instruments. They are accompany- 
ing the marriage procession of Siva. The stambhas bears some 
amorous figures. 


The dvāras and external walls of the temples like Virātešvara, 
Marai, Vaidyanātha bear such figures. Among which the sculptural 
representations on the walls of Virātešvara temple is the excellent 
example of the Kalacuri workmanship. 


Some erotic figures are to be found in the karnikas of the rathas 
of temples. The above mentioned temples are decorated in similar 
fashion. Though, the representation on the Visvanātha temple is 
comparatively inferior to those of Virate$vara temple but it contains 
the common concept. Whatever be the theories of the origin of such 
figures, we may presumably say that these are the descendants of the 
gay dancing, often male figures found on the stūpa at Mathura and 
elesewhere.* This feature of Indian art is absent during the Gupta 
period.* A few images in amorous poses might be the representations 
of poses described in the Kama or the nātya-šāstras. 


1. Katare, S.L., ‘An inscribed Sculpture inspired by Hāla's Gāthāsaptašatī, 
I.H.Q., XXVIII, no. 4, 1952, pp. 379-85. For the details of verse, see, Chatur- 
xu N., Gathasatisati (Hindi), Varanasi, 1961, I, I, 20, p. 5. 

. Ibid. 

. Sankalia, op. cit., p. 121. 

Ibid. 
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Apart from the human figures, the figures of various deities are 
also shown in dancing postures. For instance, Siva, nrtya Gane$a and 
Sarasvati always playing on Vina, alongwith devotees may be seen in 
various monuments of Kalacuris. Therefore, we may say that dance 
and music were also considered to be one of the essential require- 
ments for human as well as supernatural life. 


Animal figures 

The animal figures are also sculptured in various monuments of 
the Kalacuris. For instance, elephant, horse (asva), sima and makara’ 
are found to decorate the monuments. 


The representation of gaja (elephant) also goes back to the 
Buddhist art. We find, the figures of gaja on the gateways of Sāīīcī, 
Bharhut stūpas. But during the Gupta period, the use of gaja, as 
decorative motif is rare. Though, Gaja-Laksmi type of the Gupta 
coins emphasizes the importance of the gaja as an auspicious animal. 
The gaja has always been considered to be an auspicious animal in 
Indian art. The representation of gaja is found frequently in mediae- 
val art of India to decorate the various parts of the monuments. For 
instance, the gajathara (elephant-course) is generally found in the 
Calukyan temples. But in the monuments of the Kalacuris we do 
not find such a frequent use except a few cases where the figure of 
gajais sculptured as a royal vahana on the udumbara of the temples, 
viz. Vi$vanatha temple at Maribagh, and Sagara temple at Umaria. 


But on the lintel of Rewa-torana, gaja is shown as the vahana 
of Indra and also at the extreme corner of the uttaranga of the 
virate$vara temple we find it as doing abhisekha to Laksmi. 


Apart from the above mentioned representations of gaja we find 
its figures on the seals of the Kalacuri rulers like Karna, Yašaha- 
karna, Jayasimha with Gaja-Laksmi. The coins of Gangeyadeva has 
the common figure of Gaja-Laksmi, which emphasizes the importance 
of the gaja during the reign of the Kalacuris. 


1. The Makara figures will be discussed under the major heading of mythical 


figures. 
2. Sankalia, op. cit., p. 122. 
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A noteworthy image of gaja is seen on the Sukanasika of the 
Machchendranātha temple at Amarkantak. Gaja is represented in 
kneeling posture, over it a simha is shown holding the raised trunk 
of gaja. Such representations might be regarded as an auspicious 
symbol to represent wealth and power, valour and strength or it 
might be the symbol of some victory which the Kalacuris gained 
against the rulers whose royal symbol was elephant. This type of 
representation is known as Gaja-simha in the contemporary temples 
of Orissa. 


Mention may also be made of a colossal image of a gaja dis- 
covered by Banerji at Amarkantak,* It measures 8441x107 cms. in 
length breadth and height respectively. It appears from the photo- 
graph that there might have been two riders but only one of them is 
preserved whose head is damaged. The gajais well decorated with 
the ghanta which hangs from the chain tied around its body. The 
ornamentation indicates that the gaja belonged to the royal authority, 
as proved by its embroidered cusion on its back. The real importance 
of gaja cannot be definitely mentioned but we may infer that the gaja 
might have been preferred as the royal vākana during the reign of the 
Kalacuris. 


The importance of the ašva is equally earlier as that of gaja in 
Indian art. 


The representation of the ava is very rarely found in art of the 
Kalacuris. Though, the neighbouring and contemporary rulers like 
the Candellas and Calukyas have acknowledged the asva (horse) as a 
decorative motif for their temples. The asvathara (horse-course) 
motif is supposed to be the special feature of the large Calukyan 
temples. A figure of an ašva with its rider has been found on the 
udumbara of Saiva temple at Moribagh. Here, it is proceeding with 
a royal procession. In the same temple but on the external wall of 
the garbhag rha, facing west, horses are sculptured pulling the chariot 
of Sürya. 


1. Banerji, op. cit., pl. LI. a. 
2. Horses are sculptured on the basement mouldings. 
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A quite mutilated image of an asra is mentioned by Banerji! 
which was discoverd at Manora. Here, the horse is a vahana of 
Revanta and proceeds towards the forest with a hunting party. No 
more details can be mentioned but its features are quite identical with 
those of the Khajuraho figures, i.e., in the Laksmana temple, and also 
at the Konarka temple. Mention may be made of a stray icon of 
ašva discovered at Amarkantak, mentioned by Banerji.2 It measures 
81x30x81 cms. in length, breadth and height respectively. The 
rider is preserved on its back who has kept his leg in the ankle. The 
horse is well caparisioned with the bridle and reins. The use of 
beautiful clamps indicates that these ornaments of the horses were 
used before the advent of the muslims, as opined by Banerli? The 
head of the rider is broken and also the legs of the horse are seriously 
damaged. The rider is well-dressed wearing a pant, tight shirt and 
kankana. 


The figure of the simha isas old as those of the elephant and 
the horse in the Indian art. The figure of simha is found very 
commonly in mediaeval Indian temples with varying postures and 
shape. The Majority of the Kalacuri temples are adorned with the 
rampant vya/a figures which, in fact, differ from the original figure of 
simha. These simha figures decorate the external walls of the temple. 
It is always represented in rampant posture. The prominent display 
of vyala can be seen on the walls of Viratesvara and Marai temples. 


The representation of siriha on the Sukanasika of the Machche- 
dranatha temple is interesting one. Here the simha is seated upon an 
elephant and holds the raised trunk of it. As mentioned previously, 
it is known as Gaja-Simha* figure. 


Apart from the above mentioned representations of sima, we 
find the figure of simha as a respective vàhana of Mahisasurmardini 


. Banerji, op. cit., pl. XLVI ; fig. a. 

. Ibid., pl. LI b. 

. Banerji, op. cit., p. 108. 

. The rampant simha represented on each face of the Orissan temples, viz. 
Lingarāja and also in Konark is a distinguishing feature. See, Sarasvati, S.K., 
‘Art’ The Classical Age, pl. XIII, fig. 16. 
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but only its face is shown, attacking upon the back of Buffalo demon. 
In the same posture simha is represented on the udumbara of 
Maribagh temple but here its body is visible and sima is without 
mane. 


MYTHICAL FIGURES 


Makara 


So far as mythical figures are concerned, we find only Makara 
and Kzrtimukha. The relation of Makara with Indian art and liter- 
ature can be traced back to circa 3rd century B.C. The railings of 
Bodha-Gaya, Bharhut and Sāūcī exhibit the figure of Makara. 
Cousens! has cited various epic and puranic texts which mention 
Makara in different contexts. However, at first Makara was identi- 
fied with a kind of treasure obtained by trade in arms and weapons 
and then in future a vehicle of Varuna.2 As mentioned above during 
the Sunga and Kusāņa period it was acknowledged as an auspicious 
animal but in the Gupta art it became the vahana of the river 
Ganga, but we do not find it as a decorative motif during the Gupta 
period. 


During the mediaeval period, it was favoured by the Indian 
artists, throughout the country in both the aspects, i.e., for decoration 
and as the vàhana of Ganga. In the Calukyan monuments, it is used 
to decorate the brackets of the pillars and sometimes it decorates the 
toranas which is known as makara-toranas.? 


The Kalacuri monuments are, mostly, devoid of this animal. 

Only two temples, viz. the temple at Chandrehe and triāyatana temple 

at Amarkantak bear this animal in the shape of a gargoyle. Mention 

may be made of its use in Rewa-torana where the figure of Makara 

is provided with a rider. Here, Makara decorates the lintel of the 
torana. 

1. Cousens, H., Annual Report of Archaeological Survey of India, 1903-04, pp. 230-31 


pl. LXV. The various forms of Makara are shown in the above mentioned 
plate. 


2. Agrawal, V.S., Indian Art, p. 328. 
3. Sankalia op. cit., p. 124. 
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Kirtimukha! 


The Kirtimukha is used for decorative purposes only in a few 
temples. It shows that it was not so common among the Kalacuri 
artists. But a few temples exhibit the Kzrtimukha, where it is used to 
decorate the adhisthana, top mouldings, brackets, dvārašākhās, vitana 
and lintels. The Virate$vara temple at Sohagpur, Chandrehe and 
Visvanātha temple at Maribagh exhibit this figures of Kirtimukha. 
Mention may be made of the figure of Kirtimukha used on the lintels 
of Rewa-torana where it is more artistically displayed. Its promi- 


nent use can be seen in the vitāna of the Višvanātha temple at 
Maribagh. 


The use of Kirtimukha in all these places seems to be much 
stylised. Its **evolution can be traced back to the Gupta period and 
Ajanta caves of the Vākātaka period, where the form, inspite of being 
decorative is realistic"? The Kirtimukha is absent in the Jaina and 
Buddhist art. Hence, it seems that it was introduced during the 
Gupta period and later on during mediaeval India it become a 
common decorative motif of Indian Art. 


The Vamanakrti is also of considerable importance in the 
Indian sculpture. 


The Vamana (bhāra-vāhaka); pot-bellied, oval-shaped, always 
facing in front, displayed wearing mālā and sometimes playing on a 
conch in the monuments of the Kalacuris. They bear heavy burdens 
of the brackets, panels of sculptural figures of deities or apasarases or 
the brackets of the rathas and stambhas. In the Gandhāra and Amarā- 
vati sculptures they carry heavy mala. In Amarāvatīsculptures they are 
called *Amorini'? In the Mathura art, they serve as footstools to the 


1. For the details of origin and development of Kirtimukha, see, Agrawal, V.S., 
Vak, Vol. V, 1957, pp. 147-51, and also Bharati, I, No. 1, 1956-57. 

2. Sankalia, op. cit., p. 123. Moti Chandra has suggested that originally the word 
Hanuman, mentioned in the Visnudharmottara purāna, III, 43, 14-16, stood 
for mask; Kirtimukha being a much later word for it. See Moti Chandra, 
Bulletin of the Prince of Wales Museum of Western India, no. 7, 1959-62. 
pp. 8-9. 

3. Sankalia, op. cit., p. 125. 
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Yaksinis) During the Gupta period, they support the bracket in 
delightful-pose.* This particular pose became common in the 
mediaeval art of India. Such figures are found in majority of the 
Kalacuri monuments, viz. Virātešvara temple at Sohagpur, Saiva 
temples at Chandrehe, Maribagh and Rewa-torana. 


Mention, may be made of the use of Vamana in monastery at 
Chandrehe where they are shown in a gorgoyle shape to throw the 
water of upper storey of the monastery. Such use of the Vamanak rtis 
are very rare in the Indian art. 


3. Design Sculpture is divided into three classes :— 


(A) Architectural designs, 
(B) Geometrical designs, and 
(C) Floral designs. 


(A) Architectural Designs 


The candrašālā design has always been attempted to decorate 
the monuments which indicates that it was a favourite decorative 
motif of the Indian artists. Ghosh? has cited many texts, and has 
mentioned the various forms of its gradual developments. As regards 
its earliest use, it may be traced back to the caitya-caves of the 
Buddhist art. For instance, the facades of the caitya-caves, viz. 
Bhaja, Karle, Kondane, Bedsa, Junnar, Nasik, Pitalkhora and Ajanta 


1. Sankalia, op. cit., p. 125. 

2. They are found in the Gupta temple at Bhumara. 

3. Ghosh, D., J. N. Banerjea Volume, *Catiya-window Motif", pp. 148-160; 
forthe details of its different forms, see the plate added to the above 
article. 

The Gandhāra art and Jagayyapeta and Amaravati marbles are also no 
less overwhelmed with this design. Nor was the Gupta artist enthusiastic in its 
treatment. The candrasālā design is in Nachna and Udaigiri caves. We find 
its use during the Gupta period, i.e., circa 401 A.D. The Ladakhan temple in 
Deccan, Bhumra and Deogarh temples exhibit the similar motif of candrasala 
design. 
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exhibit this motif. Though, its different forms have been displayed 
but it occurs throughout the country. 


It decorates the Sikhara of the Kalacuri temples at Chandrehe 
and Baijnatha. The form is somewhat degenerated. The temples at 
Mahsaun also bear this motif. The temples at Amarkantak, Deotalao, 
Bheraghat indicate that the Kalacuri artists were not much interested 
in this decorative motif. Though, during mediaeval India it was 
commonly favoured by the artists of the other parts of the country, 
viz. Gujarat, Rajasthan, where it was still in practice in one or the 
other forms. Not only in the above parts of India but during this 
period the parallel evolution with increased ornamental use may be 
seen in the Deccan, Karnataka, Uttar Pradesh.” It shows that the 
later Kalacuri period was its transitional period as witnessed by its 
use in the temples of Karna and Virātešvara temple at Sohagpur. 


(B) Geometrícal Designs 


The geometrical designs usually form a part of architectural 
details. The origin of it is, however, difficult to mention but in 
mediaeval India it has been used in abundance to decorate the vitānas 
of the garbhagrha, mandapa, mahāmandapa, etc. All the Kalacuri 
temples have geometrical designs to decorate their vitānas. The 
vitānas of the Maribagh temple, and Virate$vara temple are the 
representatives of the Kalacuriarts. The vitana of the mandapa of 
Virate$vara temple may be mentioned here. It is an outstanding 
creation of the Kalacuri artists. It exhibits an advanced stage of the 
geometrical designs produced by the Kalacuri artists. We find the 
concentric circles placed on the octagonal base. These concentric 
circles are placed one upon the other in decreasing diametres. Each 
of the concentric circle is fretted and coved. The spaces are profusely 
ornamented with the puspa and malakarmas. Such type of executions 
have not been found in any temple of the Kalacuris. The identical 
vitanas may be seen in the temples of Khajuraho and the Calukyan 


1. Sankalia, op. cit., p. 126. 
2. Ibid., p. 127. 
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temples in Gujarat.! The central part of the vitāna is tumbled down 
due to which it is difficult to categorise this vitana.? Subsequently, an 
evolution took place and the vitāna of the garbhagrha was changed 
ie., in the place of concentric circles, of the vitana of mandapa was 
also replaced by the squares which were formed by the various 
dharanis. The central square always displayed with a vikasitakamala 
in centre. The other geometrical design found in the vitānas of the 
garbhagrhas, is an octagonal shape formed by the intercepting squares 
and in the centre a vikasita-kamala is placed. For instance, Maribagh 
temple and the group of the temples at Amarkantak have this pattern. 
The roof of the mandapas are generally built on the phamsana style. 
The temples at Amarkantak and Deotalao exhibit this trend. 


(C) Floral Designs 


The leaf, flower and creeper are invariably shown in the Kalacuri 
monuments. But the ‘Vase and foliage’ motif is found at Amarkantak 
(triāyatana Temple), Baijnath, Maribagh, Tewar? Gurh* and a 
fragmentary stambha is preserved in the Ramban Museum? which 
bears the figure of the vase and foliage. Mostly, this motif is 
sculptured at the base of the dvārašākhās or at the base of the 
stambhas to decorate the monuments. The kudyas in Saiva temple at 
Chandrehe bear this pattern. This motif is an auspicious symbol and 
is one of the main characteristics of the Gupta temples. It is known 
as pūrana-kalaša (the bowl of plenty) or the motif of ghata-pallava. 
It has renewed faith; the water nourishing the plant trailing from its 
brim, an allegory which has produced the ‘Vase and flower’ motif, 
one of the most graceful forms in the whole range of ‘Indian 


1. Sankalia, op. cit., pls. XXV-XXVI. 

2. Nanavati, J.M. and Dhaky, M.A., ‘The Ceilings in the Temples of Gujarat’, 
B.B.M.P.G., Vols. XVI-XVII, pp. 51-57. 

3. Dikshit, M.G., op. cit., pl. V, p. 4. The ruined temple is lying scattered on the 
spot which bear this particular motif. 

4. A fragmentary stambha fixed on a modern shrine. 

5. Preserved in the Ramban Museum in the Satna district. The temple is known 
as Nadia-ki-Dehara. 
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architecture". This may have descended from the floral motifs on the 
medallions on the railings of Bharhut and the Sāūcī stūpas.* 


Another decorative design may be mentioned here which is 
known as the rekha-karma (scroll-work). It is generally used to 
decorate the stambhas, kudyas, kudyastambhikās and sometimes the 
dvarasakhas of the mediaeval temples. We find it on the adhisthana 
of the temples to decorate the various mouldings. For instance, the 
Viráte$vara temple, triāyatana temple of Karna and Saiva temple at 
Chandrehe bear this decorative motif on the adhisthana. But in the 
later temples like Saiva temple at Deotalao, Gauri-Sankara (Bherghat) 
do not bear this motif. In a few cases we find it with the ratna-puspa 
motif. 


1. Brown, P., Indian Architecture (Budhist and Hindu), 1956, I, p. 59. 
2. Sankalia, op. cit., p. 130. 
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ICONOGRAPHY 


After the classification of the Kalacuri monuments in their 
territory, we have observed that the particular region was very rich 
in iconographical wealth. Almost all the monuments belong to the 
Brahmanical faith. Hence, the majority of the icons, discovered so 
far, belong to the same faith. Nevertheless, some more icons could 
be discovered which belong to the non-Brahmanical faith, viz. Jainism 
and Buddhism. 


Thus the study of extent images broadly falls into the following 
groups. 


Group A—Brahmanical 


I. Saivite images, which include the various forms of 
Siva and allied deities like Gane$a and Karttikeya. 


II. Vaisnava or Visnuite images, comprising all the 
Dašāvatāras including 24 minor avataras and the 
Vaisnava goddesses. 


III. Brahma, Sarasvati and others. 
IV. Saurya or images of Sürya and Navagrahas. 
V. Miscellaneous, River goddesses and other female 
deities. 
Group B—-Non-Brahmanical 
I. Jainism and its female deities. 
II. Buddhism. 
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Majority of the images discussed here exist today in the temples 
and other monuments mentioned before. The images are treated 
according to the chronology of the temples. Loose images preserved 
in the museums and personal collections are also sub-sumed under the 
various groups on stylistic basis. 


SIVA 


The earliest sculptural figures discovered, so far are on a frag- 
mentary piece of a stambha at Chhoti Deori' and on the bas relief of 
Rewa-torana. 


On the bas relief of the torana Siva is shown in his marriage pro- 
cession. Heis accompanied by Rsis, various gods and goddesses, 
dancers, and musicians.? A Kalyanasundaramurti is represented in a 
*marriage-pandal' on the bas relief facing the palace. On the same 
relief, we find a Vrsabhārūdhamūrti of Siva and Parvati. The , pro- 
cession proceeds towards the north, i.e. Mount Kailāša, Siva’s 
house. The whole panel narrates the mythical story of Siva's marriage. 
The details of the garments worn by Siva and Parvati could not be 
recognised. The torana belongs to circa 10th century A.D. as suggested 
by scholars.? 


Contemporary to the above images is an ālinganamūrti of Siva. 
The image is in the sthānaka-posture, installed in a modern mandapa, 
in Padmadhar Park of modern Rewa city. It was discovered by 
Banerj on the Gurgaja mound. It is the only massive image 
discovered, so far, in the country of Dahalamandala. The image 
measures 3.97 metres in height and 1.63 in breadth. Siva wears the 
Jatamukuta but Parvati mukuta-kirita. The other ornaments, viz. 


1. This fragmentary síambha bears an inscription which mentions the name of 
Sankaragaņa ; the eldest son and successor of Laksamanaraja. Hence, the 
date of the sculptural figures should be circa 10th century A.D. The figures are 
engraved in a sunken panel but much mutilated. Banerji had identified it with 
the alinganamürti. form of Siva and Parvati. The details are not visible, see, 
Banerji R.D., M.A.S.I. 23, p. 77, pl. XXVIII, a. 

The relief faces east. 

. Banerji, R.D., op. cit., p. 72, and Sankalia, A.G., p. 99. 

4. Ibid., p. 16. 


2P 
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the haras, nupuras, keyūras, valayas are similar but Parvati wears the 
ratna-kundala whereas Siva, most probably, patra-kundala. Parvati 
holds a kamala with her left hand. Their respective vahanas i.e., 
Nandi and simha are shown in seated posture, on either side near the 
feet of Siva and Parvati. The Gandhavras are also represented on top. 
The joints of limbs, facial expression, (eyes closed as if in solemn 
pride), witness the distinguishing features of the Kalacuri art. 
Banerji has dated this excellant ālinganamūrti, on the basis of Gurgi 
inscription of Yuvarājadeva I, circa second quarter of 10th century 
A.D. 


Sukhbüsanamur tis 


The Sukhasanamartis of Siva and Parvati are noticed from 
various places, viz. Virātešvara temple at Sohagpur, Khajuha, Marai, 
Dudhia.? The sukhasanamürti in Virātešvara temple is an excellent 
example of the Kalacuri art. The image is engraved on a red sand- 
stone and fixed on one of the rathas of the temple, facing west. Siva 
is shown in the /alitāsana posture and Uma is shown. on his left lap. 
She holds a kamala with her left hand. Their vahanas, i.e, Nandi 
and Sirnha are shown under the seat on either side. Generally, in all 
the sukhāsanamūrtis, Siva and Parvati are shown in above mentioned 
posture. Both of them are sculptured well-ornamented, i.e., wearing 
the mukutakirita, kundalas, hāras, keyuras, valayas, vaijayanti, katime- 
khala and ngpura. Parvati holds a darpana or a kamala-stalk. But 
in a few specimens, we find Gaņeša and Karttikeya are also represent- 
ed in Gsana posture, on either side. The images of Sohagpur and 
Dudhia are quite identical except some difference in the ornament- 
ations. The images of Marai and Khajuha are quite defaced. The 
excellent sculptural piece of sukhasanamürti is preserved in Jabalpur 
Kutchehari Museum.‘ Here Siva is shown in /alifasana posture 


1. Banerjee, R.D., op. cit, p. 77, and for the details of the inscription, see, 


Mirashi, V.V., C.I.I., IV, pt. I, pp. 225-228. 
2. Several images are preserved in the Jabalpur and State Museum Dhubela. 
. Banerji, op. cit., pl. L, b. 
4. Now Rani Durgawati Museum, Jabalpur, M.P. 


ie) 
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playing chaupara (dice). Siva has four hands, with two of his upper 
hands, he holds a kapala and kamala, while one of his left hands rests 
upon his thigh. He throws dice with his lower right hand. Parvati 
is very carefully looking at the game. Her right hand rests upon the 
seat, while with left hand she catches the fringe of her garments. 
Both, Siva and Parvati, wear kiritamukuta, haras, valayas, keyuras 
and nūpura. Several human figurines of devotees and female attend- 
ants are visible on either side. The sculptural features, i.e., broad 
outlines, joints of limbs and execution of the ornaments are not so 
perfect as shown in the specimens of Sohagpur and the Dhubela 
Museum. Thus, it might belong to a later period, i.e., circa 12th 
century A.D. 


The image preserved in the Vaidyanatha temple at Bheraghat 
seems to be comparatively earlier than those of the Jabalpur Museum. 
Here, Siva and Parvati are shown riding upon Nandi. This particular 
posture is known as the Vrsbharudhamurti. Parvati holds a darpana 
with her left hand and Siva holds a tris$z/a with his right hand. Under 
Nandi two seated human figures are shown. Nandi is shown in 
standing posture and faces the left. The posture is identical with 
those of Dudhia but it is nicely executed and superior in appearance. 


Samharamurtis 


These images are noticed from Sohagpur, Tewar and Dhubela 
Museum. 


An andhakasurabadhamurti is noticed by Banerji, found at 
Tewar sculptured on a Silapatta. The Silapatta is square, measuring 
72 cms. The whole Silapatta i is divided into six sculptured pattikas. 
In the centre there is a sunken panel where Siva is represented in 
pratyalidha-posture. He has four arms; he holds-in his upper right 
hand a damaru and with lower left he holds a kapāla. With the 
remaining two hands he holds a trisūla, on the point of which the 
body of demon is transfixed. Siva has placed his left leg upon the 
head of ‘apasmarapurusa’. Siva wears kiritamukuta, kundalas, hāras, 


1. Banerji, op. cit., p. 93, pl. XXV a. 
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keyūras, valayas and kativastra. The image is dated by Banerji to circa 
11th century A.D.! 


Gajāsurasamhāramūrti 


The image is preserved in the Maharaja's palace at Sohagpur. 
It measures 1.77x 1 metres in height and breadth respectively. Rao 
has quoted several stories of Gajāntaka as mentioned in the texts like 
the Kūrmapurāna, Varāhapurāņa?* and the Suprabhedagama.* The 
stories described in the above texts differ from each other but the 
theme is the same. 


Here, in the above specimen Siva is represented with ten 
hands(?). He is shown in pratyalidha posture. With upper two 
hands he holds the skin of the Gaja, which is stretched over his head. 
With one of his lower right hands he holds a khatvanga and with left 
a kapala. One of his lower left and lower right hands are broken. 
Three more out of his remaining lower hands are completely 
broken. He wears along mundamala which is hanging below his 
knees. A lock of his jatā rests upon his shoulder. Most probably, 
the awe-struck females are shown on either side in aftjalihasta-mudra. 
On the left Kali stands and seems to be frightened by the incident. 
Siva has placed his leg firmly upon the head of ‘apasmara-purusa’. 
Other human figurines are also visible holding weapons. A few of 
them seems to be the devotees. The pitha is decorated with the 
latakarma and Nandi is visible near the leg of Siva. 


Iconographically, this image may be placed in circa 11th century 
A.D. Another image identical with it is preserved in the Dhubela 
Museum, but the objects held in the hands are different and Siva is 
shown multi-armed, i.e., at least fourteen arms could be recognised 
whereas a few of them are completely broken. 


Nrtyamurtis 


Siva is à great master of dance according to Hindu mythology. 
The nrtyasastra is chiefly associated with this aspect of Siva. Various 


1. The photograph is not clear due to which our description is based on Banerji’s 
presumption. 

Rao, E.H.I., Vol. I, p. 379. 

Ibid., Vol. II, p. 114. 


2. 
3. 
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scholars have appreciated this mode of dance in different ways. Some 
of the opinions are mentioned here as follows : 


Havell believed that it materialised the *abstract ideas of Hindu 
philosophy." According to Rowland? the dance personifies his 
“universe in action and destruction." Further, he remarked that this 
type “more than any other, expresses the unity of human conscious- 
ness, for it represents equally religion, science and art.’ Stella 
Kramrisch* opines that it carries ‘the cosmical suggestiveness’, in it. 


The Kalacuri artists produced nytyamūrtis of Siva in abun- 
dance. All the images are in catura pose of dance, which is supposed 
to be one of the major characteristics of nrtyamurtis of Siva in 
northern India.* 


The central ratha of the Saiva temple at Maribagh bears a nrty- 
amūrti of Siva, which may be accepted as an earliest image of Siva.® 
Siva has eight arms and holds a khadga, trišūla and paras with three 
of his right hands, while remaining one is in abhayamudra. He holds 
a khatvanga, yarma and kapala with three of his left hands while re- 
maining one is in vismayahastamudra. Most probably, this image 
belong to early period of circa 11th century A.D.; as the temple is 
approximately dated. 


The most outstanding nrtyamürti of Siva is sculptured on the 
central bracket of the Sirapatti of Viratesvara temple at Sohagpur. 
Here, Siva has eight arms and holds a damaru, trišūla, aksasutra with 
three of his left hands and remaining one is in the tarjanīhastamudrā. 
In his right hands a dhanus, khatvanga and third one isin varadamudra, 
whereas the lowermost hand is in abhayamudra. A male musician is 
visible very close to his feet. He is playing on a drum. This 
image belongs to circa 11th century A.D. We do not find the figure 
of apasmarapurusa under the feet of Siva. The ornaments worn by 


- Havell, E.B., Indian Sculpture and Painting, London 1908, p. 70. 
. Rowland, B., The Art and Architecture of India, p. 199. 

Ibid. 

. Kramrisch, S., Indian Sculpture, 1933, p. 176. 

. Sivaramamurti, C., A.I. 6, p. 60. 

- The earliest image produced by the Kalacuri artists. 
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Siva are very nicely executed. The jatāmukuta, hāras, kundalas 
valayas and katimekhalā are fairly preserved and well executed than 
those of the previously mentioned. A long mala hangs below the 
knees and Siva is represented in the catura pose of dance. 


Similar to the above image, another image is preserved in the 
Rewa Palace where Siva is provided with at least sixteen arms; a later 
developed idea of representation known as multi-armed Siva. But all 
arms are broken. 


The images discovered at Baragaon? and Nohta are supposed to 
be the contemporary to those of Sohagpur finds. They are mostly 
identical with each other except the objects held in the hands as well 
as the subsidiary figures represented with the major figures. 


Bhairava 


The dvara-sakhas of the Chandrehe monastery bear the figures 
of Bhairava atthe base. A figure sculptured on the left dvarasakha 
of a kaksa; situated in the north-eastern wing, is worth mentioning. 
Here, Bhairava is shown in fierce-looking posture with twisted beard. 
He holds a khatvanga and kapāla with both of his hands. Bhairava, 
carved at the base of the dvara-sakhas of the Patiandai temple (Satna), 
is a peculiar one.? Here, he holds a khatvanga (or mace) with one 
hand while with the other a rope; tied around the neck of his vahana 
(dog). 

Apartfrom these images, Bhairava is shown on the central 
ratha, (facing south) of the Virātešvara temple at Sohagpur. He 
has four arms and holds a kapāla and gharttā with upper hands while 
a khatvanga and an indistinct object with his lower hands. Some 
more images are also found in the temple but they are quite defaced to 
describe. 


As regards the loose icons, they are noticed from various places, 
viz. Rewa, Sohaghur, Tewar and Deotalao. The icons at Rewa and 
Sohagpur are preserved. Both the specimens are quite identical and 


1. Sivaramamirti, C., op. cit., p. 60. 


2. Banerji, R.D., op. cit., pl. XXXIX b. 
3. Bhairava in the form of ksetrapāla. 
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have four arms, but they differ in the objects held in their hands. 
Bhairava, from Sohagpur is an excellent example of the Kalacuri art. 
Here, Bhairava holds a ghanta with his upper left hand, while upper 
right is broken. With lower right hand, he holds a kapāla and with 
lower left a khatvānga. He wears a mukuta adorned with a kapāla, 
and also.an upavita, kativastra, kundalas, valayas and nupura. He 
wears a long mundamala. A figure of standing camaradharini is shown 
on either side of Bhairava. Two more seated devotees are shown near 
him. The whole figure is sculptured on a šilāpatta which measures 
1.53 x .53 metres. 


Bhairava from Rewa has also been provided with four arms. 
Being in the identical posture with those of Sohagpur specimen, it 
differes in objects held in his hands, i.e, he holds a damaru, and 
khatvanga with upper hands while his lower right is in abhayamudra 
and with remaining one of his left hands, he holds a kapāla. A pecu- 
liar bird (probably owl) is shown on his left shoulder. The vahana 
(dog) is shown nearby his leg. On the basis of the iconographical 
features, both the images might be contemporary and may be placed 
in the later part of circa 11th century A.D. 


Lakuliša 

Siva is found as Lakulīša at Kārvān (Kayavarohana), which is 
said to be the original place of the Lakuli$a cult! Lakulīša is sup- 
posed to be the twenty-eighth incarnation of Siva as mentioned in the 
Lingapurana® and Vayupurana.* 


Usually, Lakulisa is represented in the padmāsana with penis erect 
and a matulinga should be in his right hand whereas he should hold 
a staff in the left. There should be a yogapatta, going around his 
knees, which indicates that god is in the meditation. 


The earliest image discovered, so far, is found at Baijanath. 
The god is sculptured on the /alatabimba of Vaidyanātha temple. He 


1. Sankalia, op. cit., p. 144; also, Pathak, V.S., S.C.N.I., 1960, p. 3. 
2. Lingapurāņa, 23, 21, and Pathak, V.S., op. cit., p. 7. 
3. Vāyupurāņa, 24, 129 and Pathak, V.S., op. cit., p. 7. 
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is represented with four arms, in padmāsana on the padmapītha. With 
upper left hand, he holds a mātulitga and with right a staff. 
Remaining two of his lower hands are shown on the lap, in the 
mediatation posture. He wears hāras, kundalas and the jatamukuta. 
He is flanked by the round and encircled kudya-stambhikas. 


Another Lakulisa image is found at Marai (Satna district). The 
image is carved on the central bracket of the sirapatti of the Saiva 
temple. Lakulisa has four hands and the objects as well as the posture 
are quite identical with those of Vaidyanātha temple. But here 
Lakulīša is seated on the padmapitha and under the seat a ‘Siva-lifga’ 
is shown which is distinguishing feature of the Lakulīša representation 
discovered so far. On either side of the ‘/inga’ a seated devotee is 
shown in aiijalihastamudra. 


Contemporary to the above Lakulīša images other images are 
also noticed from Lalpetha' and other places of India. Both the 
above mentioned images belong to circa 10th to 11th century A.D. 
respectively. 

Trimūrti 

Šiva bears the power of Sakti and is supposed to be the lord of 
creation and destruction. Hence, his composite forms like 
Ardhanārīšvara and trimūrti are common in Indian art. These forms 
are mostly connected with Hindu mythology. 

As regards the trimūrti, scholars have interpreted it in different 
ways. But the common belief is that it represents the Brahmanical 
triad, i.e., Brahma, Visnu and Mahe$a. Rao? has quited a few verses 
from the Suprabhedagama and challenged that it may be called as 
Mahešamūrti. Stella Kramrisch? has almost accepted the above view 
and remarks that “‘the great sculpture of Mahadeva is an image of 
fully manifest supreme Siva. In the middle, the face of Tatpurusa; 


1. Sankalia, op. cit., p. 145. Lakuli$a images reported from Gujarat, Orissa, 
Rajasthan, Assam, and many from south India. See, Panigrahi, K.C., J.LH., 
XXVIII, pt. III, pp. 935-45. 

. Rao, op. cit., pp. 382-85. 

3. Kramrisch, S., A.T., II, 1946, pp. 4-8. 
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the face, of Aghora and Vamadeva are colletral.”” Banerjeat opposed 
the above views and maintains that the right face is undoubtedly of a 
feminine character, the central placid face and the terrific right face 
are masculine in character. Hence, he proved on the basis of the 
other sculptural finds of Trimūrtis in Madhya Pradesh that these 
images differ than those of Elephanta trimūrti. He concluded that 
the icons discovered from various places of M.P., really represent a 
composite form of Siva where his two aspects, i.e., saumya and ghora 
are combined with sakti Uma.? 


A trimurti lying on the mound of Hathiagadh (Jabalpur), might 
be of the same nature as mentioned by Banerjea.? But it is quite 
deteriorated. The central and right faces are quite defaced but the 
left face is preserved. The expressions differ from those of the images 
mentioned by Banerjea. Here, the eyebrows are shown raised but 
mouth is closed as if in solemn vow. We find it slightly smiling. The 
kundalas and jatamukuta are common in all three faces. The central 
face might be calm and dignified but defaced, wears ratnakundala and 
hāras. The left face wears nāga-mālā. The peculiar feature of this 
image is that all three well-executed jatās as combined together after 
a certain height and from the top they look to be one. The gandharvas 
are shown on the top with their consorts with a kalaša and mala. 


The image measures 1.40 x .90 metres in height and breadth 
respectively. Now it is worshipped in the name of Kher-Mai.* 
Another trimurti is noticed by Sharma? It measures 25x40 cms. and 
it is fixed in the wall of the garbhagrha of Gauri-Shankar temple at 
Bheraghat. Here Siva has six arms which are now damaged. The 


god is shown seated on a cushion under which his vahana Nandi is 
also represented. 


. Banerjea, J.N., D.H.I., pp, 476-477. 
Ibid. 
. Banerjea, op. cit., pl. XXXIX, fig. 3. 


- Dikshit, M.G., Tripuri, 1952, p.3; and Cousens, H., P.R.A.S.I.,W,C., 1893-94, 
p. 5. See. PLXIV fig. B. 


5. Sharma, R.K.. The temple of Chausatha-Yogini at Bheraghat. Delhi, 1978, 
p. 164, plate 102. 


SAU Moo 
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Ardhanārīšvara 


Rao! has quoted a puranic story which mentions the reasons of 
obtaining the ardhanārīšvara form by Mahe$a. The same author has 
referred to various āgamas and the Silpasastras where the detailed 
descriptions of ardhanārīšvaramūrtis are mentioned.? 


Ardhanārīšvaramūrtis are discovered at many places of the 


Kalacuri territory, viz. Marai, Pali, Bachchehara, Satna and Baragaon. 
A few of them are at our disposal as follows : 


An Ardhanari$varamurti, in nrtya-posture, is preserved at 
Satna.* Siva is provided with twenty arms but all are broken. Some 
of the ornaments are defaced but a few of them are visible. On the 
top of the Si/apatta, three musicians, are shown in seated posture and 
playing on musical instruments. On either side of image a seated 
musician is shown. On the pitha, in the recessed corners, two 
musicians are playing on various musical instruments. All the 
musicians are playing on different types of musical instruments. But 
on the pitha a few of them are singing. It is difficult to give the 
details of various musical instruments. 


The image is carved on a Silapatta and measures 1.02x.54 
metres. The material is fine grained red sandstone. 


An image of ardhanārišvara is preserved in the Jabalpur 
Museum. Here, Siva has four arms and is represented in catura 
pose of dance. He is decorated with the usual ornaments. The image 
measures 64x33 cms. in height and breadth respectively. 


Apart from the above nrtya-mūrtis of ardhanārīšvara, we find 
some specimens where the images are shown in sthanaka posture. 
Mention may be made of an image, preserved in the collection of 
Niraj Jain at Satna, which was discovered at Baragaon. Here, Siva 
has four arms and holds a trišūla and kamandalu with both of his upper 
hands, while an aksamala and darpana are held in the lower hands. 


1. Rao, op. cit., Vol. II, pt. I, pp. 321-22. 
2. Ibid., pp. 321-326. 


3. The image is preserved in the personal collection of Niraj Jain at Satna. It 
was discovered at Marai in the same district. 
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The image is well decorated, i.e., half jatā-mukuta and half kirita- 
mukuta and other usual ornaments. His vahana Nandi is visible on 
the left. On the top, gandharvas are represented at their usual places. 
The image measures 38 cms. in height and 33 cms. in breadth. The 
common material utilised for all the above mentioned images is red 
sandstone. 


Ganapati 


Ganapati is one of the principle deities of the Brahmanical 
faith. Till recent times it was generally accepted that the regular 
worship of Gane$a began after the later Gupta period—a theory 
propounded by Bhandarkar and others.! But the discovery of Gaņeša 
image in Kabul at Sakar Dhar (Shankar Dhar) has thrown sufficient 
light over the subject and on the basis of its iconographical peculiari- 
ties, it is assigned to the middle of 4th century A.D.? This image 
might be one of the earliest images of Gane$a discovered? so far. In 
India most of the discovered images of Gane$a are datable to the 
post-Gupta period which led the scholars to say that the god was 
added later to the Brahmanical pantheon.* But the above mentioned 
image with its iconographical features indicates that the iconography 
of elephant-head god was not standardized but on the other hand it 
was in the process of formation. The description of the Gane$a 
images in the Brhatsamhita, thus, is later. 


The figure of elephant-head on the coins of the Indo-Parthian 
and the Indo-Scythian rulers pushed back the worship of elephant 
god before 2nd century B.C. Not only the foreign coins but also 
the earlier, series of Indian coinage, i.e., the punch-marked coins 
bear the figure of elephant. It betokens the fact that the elephant god 
assumed the anthromorphic form. 


1. Bhandarkar, R.G., Vaisnavism, Saivism and Minor Religous System, 1965. 
pp. 148-50. 

2. Dhavalikar, M.K., ‘Apropos Two Gaņeša Statues from Afghanistan', (East 

and West, in press). 

Ibid. 

. Bhandarkar, op. cit., p. 148. 

. Mitra, H., Visva Bharti Annals, VIII, 1951, p. 22. 

. See. f.n. 2. 
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Later on, during the Gupta period Gane$a became popular and 
the figure of Gane$a is found on the Sirapatti of the Saiva temple at 
Bhumara.t Gradually, during the early mediaeval times, the Gaņeša 
images were produced in abundance throughout the whole of India 
with slight variations. 


The Kalacuri artists also portrayed GaneSa and the first 
representation is seen on the Sirapatti of Vaidyanatha temple at 
Baijnath. He is shown in ardhaparyanka posture with a panel of 
seated Sapta-Mātrkās. He has two arms out of which he holds a 
bowl of modakas with his left hands, whereas his right hand rests 
upon his knee. His trunk is turned to the left and lifting a /addu 
from the bowl. 


Mention may be made of a nrtya-mūrti of Gane$a in the same 
temple where he is sculptured on a pilastered devakostha of the central 
ratha facing south. Nothing more can be definitely mentioned of 
its iconographical features because of its mutilated condition. 


Contemporary to the above mentioned images, other specimens 
are discovered at Panna,? Chandrehe, Rewa, Maribagh, and Bhera- 
ghat. 


The image of Gane$a, carved on the central bracket of a Sirapatti 
of a kaksa in the Saiva monastery at Chandrehe is noteworthy. 
Ganeáa has four arms; he is represented in ardhaparyanka posture on 
an embroidered mašūraka. With two of his upper hands he holds 
a kamala and parašu, whereas in one of his lower left hands an 
indistinct object is held, while with lower right he holds a bowl of 
modaka. We wears the mukuta, kundala, haras, upavita and nupura. 
This image belongs to 10th century A.D. 


1. Banerji, M.4.S.I., 16, pls. XII-XIII; also A.S.I.W.C., 1920-21. pl. XXIII. 
Coomaraswamy has suggested that most probably, the earliest image of Gaņesa. 
is represented on the Amaravati coping. See, Yaksa, I, p. 7, pl. 23 fig. 1, and 
also Burgess, stupas of Amravati, pl. XXX, 1. 

2. This image is similar to Chandrehe image and preserved in Rajendra Udayan 
Collection at Panna. The image may be placed in early decades of circa 10th 
century A.D. 


\ 
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The nrtya-murti of Gane$a, sculptured on the right sakha of 
Rewa-forana is of considerable importance. It is supposed to be the 
contemporary of the image at Chandrehe. Here Gaņeša is represented 
in a developed form, dancing under a tree and holds a bunch of 
mangoes in one of his hands. His head is nicely decorated with 
jewels. He has eight arms whereas the image at Chandrehe has only 
four arms. He holds a modaka-vessel, parašu and pasa with three 
of his hands, while an indistinct object is held in one of his remaining 
lower hands. 


Among the 11th century images of Ganapati, the first image 
comes from Virātešvara temple at Sohagpur. It is carved on the 
Sirapatti of the dvāra on the extreme right bracket. He is shown 
with six arms out of which he holds a Sara, parašu, and pustaka with 
left hands, whereas with right hands a krpana, modaka-vessel, and a 
pāša. He is dancing upon a padmapitha. He wears kirīta, mukuta, 
nagopavita, valayas and nupura. 


Another image of nrtya-Gaņapati is mentioned by Banerjee! 
which was preserved in the Vaidyanatha temple at Bheraghat. This 
image is carved in the similar fashion to the above mentioned image 
at Sohagpur. But it varies in the case of arms provided with Gaņeša, 
i.e., here he has eight arms and is represented upon a padmapitha 
which springs from a mass of the latās. The right hand of Gaņeša 
rests upon a smaller kamala and is slightly bent. 


Gaņeša holds a nāga with both of his upper hands which is 
stretched overhis head. The objects held in his right hands are 
similar to those of Sohagpur image except one of his left hands which 
is shown in abhayamudra. The nāgopavīta and udarabandha are 
beautifully shown. His forehead is decorated with beaded chains 
and he wears kanthi in the neck, while behind the head there is a 
prabhavali. Remaining ornaments are quite identical with those of 
Sohagpur. The Gandharva pairs are also visible on the top at the 
recessed corners. On either side of the pitha a standing female is 
shown playing on a cymbal. Another male musician is visible on the 


1. Banerjee, op. cit., p. 91. 
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left near the female figure who plays on a drum. The vahana mūsaka 
is shown between the legs. 


Ganapati from Mahsaun exhibits later and different iconographi- 
cal features.! Here, he is displayed with multi-armed, at least fourteen 
arms could be recognised. The dancing motif is similar to those of 
mentioned above but some distinguishing features may be mentioned 
here. He holds a nāga with two of his upper hands, while lower 
hands are in different poses, i.e., one of his left hands rests on thigh 
and the remaining lowermost hand is in simhakarnamudra. The 
objects held in both the corresponding right hands are the same as in 
the above mentioned image at Bheraghat, but here one of his lowest 
right hands is in abhayamudra. Almost all the objects are similar 
to those of previously mentioned images. The standing female 
figures are also represented who are playing on a cymbals. The male 
figures of musicians, playing on a drum, are shown on either side of 
the pitha. 


A colossal image of nrtya-Ganapati is preserved in a small shrine 
in Rewa palace. It measures 2.70 metres in height. GaneSa has 
eight arms and dances in catura mode of dance. The objects hold in 
his hands are identical with those of the images mentioned above. 
But a cāmaradhārinī figure is shown on either side of Gane$a. The 
figures of various deities like Brahmà are also represented who is 
enjoying the celestial dance of GaneSa. The image is heavily coated 
with modern paintings and has lost its original expression due to 
several repairs. The image seem to be a later creation of the Kalacuri 
artists. 


Karttikeya 


Mythologically, Karttikeya and Ganapati are very close as men- 
tioned in various texts?. Karttikeya had no separate cult around him 
but probably he entered the orthodox Hindu pantheon much earlier 
than Ganapati. Panini mentions the name of the deities whose images 


1. The image is fixed on the wall of a modern shrine situated on the bank of a 
tank. Now it is very much coated with vermillion and recent paintings. 
2. Rao, op. cit., Il, pt. II, pp. 416-17, 20, and 24. 
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were built during his time, viz. Siva and Skanda!, etc. The later 
commentator Patafijali describes the images of /aukika-devatas whose 
images were installed for worship, viz. Siva, Skanda, Višākha, etc.” 
Later on Kautilya's Arthasüstra, Kusana coins and also the legends, 
texts, lexicons mention his names, i.e., Subrahmanya, Mahasena, 
Kumara, Guha, etc? In due course, he was associated with the wars 
and became the favourite god of the Ksatriya rulers like Yaudheyas. 
Skanda is mentioned in the Bhagavadgita and other upanisadas also.* 


The Gupta inscription mentions his name Skanda.? During the 
mediaeval period, Kārttikeya became popular and his images were 
produced throughout the country. The Kalacuri artists also favoured 
the god and might have produced several images but only a few images 
have so far been discovered. 


The image of Kārttikeya belonging to the Kalacuri period is 
seen on the left sakha of the Rewa-torana which is an excellent speci- 
men of the Kalacuri art. The image is displayed in sthanaka-posture 
with ten arms. He holds a kamandalu, carma with two of his left 
hands but remaining hands are completely broken. With one of his 
upper right hands he holds a kamala and with lower right hand an 


` image of mutilated bird. He wears kirita-mukuta, hāras, and mala. 


A male devotee is visible on the left in seated posture. His vahana 
Mayūra is shown on the right but its head is broken. 


Another beautiful image of Karttikeya discovered at Tewar, 
is mentioned by Banerjee Here, Kārttikeya has twelve arms 
and is decorated with various jewels viz. kirīta-mukuta, haras, 
katimekhalā, kundala, vaijayantimala and nūpura. He wears an udara- 
bandha and along mala is hanging below the knees. The beautiful 
prabhāvali exists in damaged condition which is decorated with /atà 


1. Agrawala, V.S., India as Known to Panini, 1953, p. 361; also Banerjea, op. cit, 
pp. 85, 362. 

. Banerjea, op. cit., p. 85. 

. Ibid., pp. 106, 362. 

. Ibid., p. 363. 

Jbid., The image of Karttikeya has been found in a caitya medallion of a Saiva 

temple Bhumara. See, Banerjee, M.4.S.7., 16, pl. XIII, fig. d. 

. Banerjee, op. cit., p. 92. 
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and puspakarmas. On either side a female figure in standing posture 
is shown with a mala. His vahana Mayira is visible behind him. 
The image is sculptured in similar fashion to those at Rewa but the 
ornaments are more refined and also the subsidiary figures are more 
than previous one. 


Mention may be made of a mutilated figure of Kārttikeya 
represented with his parents Siva and Parvati, noticed by Banerjiee,* 
discovered at Dudhia. Here Karttikeya is displayed in āsana posture 
on a recessed corner of the $ilāpatta. He has four arms out of which 
he holds a carma and puspa with two of his upper hands. But one 
of his lower left hands rests upon his thigh, whereas an indistinct 
object is held in his lower right hand. 


Karttikeya riding upon his vākana Mayüra is discovered by 
Banerjee? at Bheraghat. Here, the objects held in the hands of 
Kārttikeya are quite identical with those of Dudhia image. The image 
is decorated with similar ornaments and provided with four arms. It 
might be contemporary to those of Dudhia specimens. 


Though, the images of Kārttikeya are discovered comparatively 
less than those of other Brahmanical images but his importance is 
groved by the Kalacuri records.? 


VISNU 
TWENTY-FOUR FORMS OF VISNU 
The majority of Visnu images are detached with the original 


monuments. They are either preserved in Museums or in personal 
collections. 


A. figure of Visnu is seen in the marriage procession of Siva on 
the basrelief of Rewa-torana. Visnu rides upon Garuda and is 
followed by other deities. No further details of his ornaments and 
iconographical features could be noticed. 


— 


. Banerjee, op. cit., pl. L, fig. 6. 

2. Ibid, p. 91. Author has not seen the image in theVaidyanatha temple, most 
probably, the image is subsequently removed. 

3. Mirashi, op. cit., p. 203. 
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An image of Visnu, in utkatikāsana, is shown on the uttaranga 
of the Virate$vara temple at Sohagpur.* He has four arms. He holds 
a gada with upper right and the lower right hand is in abhayamudra, 
while a cakra is held in the upper left and a gankha in lower left 
hand. He wears jatamukuta, ratnakundala, keyuras, ivalayas, upavita 
and kativastra. Laksmi stands on his left with a kalaga. She is also 
well ornamented. Anothor image of Visnu is also sculptured on the 
same panel very close to Laksmi but here Visnu is shown in padma- 
sana and objects are not clearly visible. These sculptures belong to 
circa 11th century A.D. 


The uttaranga of Saiva temples at Marai and Khajuha bears 
three projected brackets which contain the figures of major deities of 
the Hindu pantheon.? Visnu is represented in Garudāsana, four 
armed and seated lightly in /alitasana posture. Vahana Garuda is 
always sculptured in human form. 


The image at Marai has lost three of its hands and in the 
remaining one a gadā is held. The image at Khajuha is well-pre- 
served. It has lost its one hand and three hands are preserved; he 
holds a gada and cakra with two of his upper hands, while remaining 
of the left hands is in varadamudra. A seated devotee is visible on 
the left. The gandharvas are also represented on the top, at their 
usual place. Visnu wears his usual ornaments, viz. the kirīta 
mukuta, ratnakundala, haras, keyuras, valayas. The image is quite 
identical with that of Marai image. Iconographically, both images 
are contemporary and belong to circa 11th century A.D. 


Mention may be made of a garudāsana image of Visnu, dis- 
covered by Banerjee at Dudhia.* Visņu has four arms holding a gadā 
and cakra with lower hands and šankha is held in his upper left hand, 
while his upper right hand is in varadamudra. Visnu is adorned with 
his,usual ornaments. As usual, the image is seated lightly in 


1. These figures are sculptured on rathikā of the uttaranga between central and 
northern brackets. 


2. The temples of Patiandai and Sagara bear the figures of Jaina tirthankaras. 
3. Banerjee, op. cit., pl. L, fig. a. 
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lalitasana posture on the vahana Garuda, which is shown in human 
form. 


The image of Visnu, in similar fashion, are found in Bengal but 
the arrangement of weapons differ from the above mentioned images 
of the Kalacuri territory.! 


Laksmi-Narayana 


An image of Laksmi-Nārāyana is seen on the rathika of Sagara 
temple at Umaria. The image is represented in sthanaka posture 
and is quite mutilated with recent coatings. A cakra is held in the 
upper right hand of Visnu and a kamala is held in one of the hands 
of Laksmi. Both are shown in āligana posture. The details are not 
clearly visible. A seated male devotee is shown near them. 


Seated representations of this form of Laksmi-Narayana are 
found at Tewar and Bilhari.? Visnu is generally sculptured in /alitasna 
posture, i.e., the right leg dangling down upon his vākana Garuda. 
On the left is seated Laksmi in ālingana posture. 


An excellent image of Laksmi-Narayana is seen in the compound 
of Visņu-Varāha temple at Bilhari. Visnu is shown in /alitasana 
posture and Laksmi is represented on his left lap in a/ingana posture. 
Three hands of Visnu are preserved. He holds a cakra with lower 
left, while upper left hand is shown in ali]gana pose. A Sankha is 
held in his upper right hand and the lower hand is broken. The left 
hand of Laksmi is broken, while right hand is thrown on the 
shoulders of Visnu in Glingana posture. Both, Laksmi and Visnu are 
nicely ornamented, Visnu wears kirīta mukuta, kundalas, hàras. 
keyüras, valayas, upavita, udarabandha, katimekhala, kativastra and 
nūpuras. Laksmī is also well-ornamented. Her mukuta as well as 
face is damaged. The beautiful and youthful figure of Siddhi 
is represented on the right of Visnu with a camara. By the side of 


— 


Bhattasali, N.K., op. cit., pl. XXXII. 

2. The photo is supplied by American Academy, Banaras. 

3. According to the texts, the figures of Siddhi should be well-ornamented and 
represented on either side of Laksmi-Narayana. But on the left the image is 
sariously damaged. 
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Visnu a male figure is visible most probably, an ayudha-purusa and 
on the left another male figure is preserved but deteriorated. On the 
left the devotees, i.e., a male and female are sculptured in afijalihasta- 
mudra. Garuda is shown as a vahana in human form and is well- 
decorated with ornaments. This image, iconographically is correct.! 


The images of Laksmi-Narayana discovered at Tewar are of 
similar nature to those, mentioned above. The specimen lying in 
front of a modern shrine at Tewar is damaged seriously. Two hands 
of Visnu are lost but remaining two of his left hands are preserved. 
A cakra is held in his lower left hand and the upper hand is shown 
in alingana posture. Laksmi is represented in the same posture as 
stated above. Both of them are well-adorned with jewels but here 
Visnu does not have udarandha. The figure of Siddhi is preserved 
near Laksmi with a càmara. Garuda is shown as a vàhana in human 
form. 


Mention may be made of an image of Laksmī-Nārāyaņa, dis- 
covered at Tewar and preserved in the Jabalpur Museum. The 
sculptural motifis the same but the figures look heavy because the 
outlines are not sharp and crisp. This may be due to the fact that 
the whole image looks comparatively inferior to those at Bilahari. The 
image of Laksmi-Narayana is surmounted by three miniature $ikharas; 
and an image of Yogi; flanked by a round kudyastambhikā, is visible 
under each Sikhara. On either side of the central sikhara, the figures 
of Nrvarāha and Sthauna-Narasimha is shown. At the recessed 
corners other incarnations of Visnu are shown, but, they are quite 
deteriorated. The gandharvas are represented at their usual places. 
The entire image is in fragmentary state and seems to be later 
creation of the Kalacuri artists. 


Yogāsanamūrti 


A Yogasanamurti of Visnu is preserved in the palace of 
Maharaja at Sohagpur.? Visnu is shown in padmāsana on a padma- 
pitha. He has four arms, two of his upper hands are placed on his 


1. Rao, op. cit., 1, pp. 258-259. 
2. Banerjee, op. cit., p. 99. 
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crossed legs in Yoga-mudra. A §ankha and cakra is held in his 
lower hands (right and left respectively). Visnu wears kiritamukuta, 
upavita and other usual ornaments. A beautiful additional vanamala 
is displayed around the figure for adoration. Sri and Bhūmi are 
sculptured on either side as attendant. Iconographically, this figure 
is correct.” But it varies representation of the subsidiary figures, for 
instance, the figures of Rama and Buddha are represented on the 
right of Visnu, while Balarama and Parašurāma are sculptured on the 
left. On the pitha, at the centre, under the padmapitha, most 
probably, Bhiimidevi is represented upon a karma in afijalihasta- 
mudra.® She is worshipped by Nagaraja and Nagadevi, who are 
shown on either side in standing posture. A group of three more 
āsana devotees are shown behind the Nagaraja, whose āsana is 
supported by a makara. They hold a kalaša and behind them a 
standing female is shown. The same type of three devotees are 
represented behind Nagadevi. 


On the top, at the centre, an indistinct seated image is shown. 
gandharvas are represented with their consorts holding a mala. At 
the recessed corners a figure of Nrvaraha and sthauna-Narasimha is 
also displayed. This image iconographically bears an unique 
position, and exhibits the advanced workmanship of the Kalacuri 
artists. 


An image of Govinda, in samabhanga-sthanaka posture, is 
noticed by Banerjee. It was preserved in the Kesavanarayana temple 
at Amarkantak but is now replaced. It measures 1.38 metres in 
height and 64 cms. in width. Visnu has four arms holding a gada 
and padma with upper two hands and a cakra and šankha with lower 


1. Rao, op. cit., I, pp. 85-86. It is distinctly mentioned that a Sarikha and cakra 
should not be kept in these hands. 

2. Ibid. 

3. Most probably it indicates the Kūrmāvatara of Visnu. 

4. The texts, viz. The Rupamandana and Agnipurāna prescribe the arrangement 
of dyudhas Govinda. See, the tables Rao, op. cit., p. 229, no. 4, and also 
Bidyabinod, B.B., M.A.S.I., 2, p. 25, no. 4. 

5. Banerjee, op. cit., p. 108, See. Pl. XV, fig. c. 
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two hands, (right and left respectively). Heis represented upon a 
padmapitha, under which his vahana Garuda is shown. Govinda 
wears kirita-mukuta, ratna-kundalas, hāras, upavīta, katimekhala, 
kativastra, keyuras and a long vaijayantimala which hangs below the 
knees. On either side, a camaradhürinii is sculptured. Very close to 
Garuda, a bearded male devotee is shown in kneeling posture. behind 
him, on the left, a female devotee is also visible. The images of 
Vamana and Buddha are displayed in Gsana posture behind the 
devotees. On the left of Garuda, other incarnations of Visnu, i.e., 
Parašurāma and Kālkin are represented, Balarama is represented 
behind Kalkin, with a hala and a drinking cup, whereas behind the 
figure of Buddha, the sculptural figure of Ramachandra with a dhana 
and fara is his hands in shown. All the images are represented 
between two round kudyastambhikās which support a capital on each 
kudyastambha. Upon these kudyastambhikas, the figures of Nr- 
Varāha on the left and Narasimha on the right are sculptured. Both 
the images are exhibited in the asana-posture. On the top of the 
prabhavali of major image of Visnu, a seated figure is visible, which 
is attended by the gandharva pairs. This seated figure has four 
hands, two of which are shown in dhydna-mudra, whereas with 
remaining left hand he holds a cakra and with right one a gada. The 
Matsya and Kūrmāvatāras are visible on the top. The image is well 
executed and the ornaments are well refined. The textual prescrip- 
tions, i.e., laid in the Agnipurana and the Rzpamandana are closely 
followed.! Banerjee has placed this image in circa 12th century A.D.? 


DASAVATARA OF VISNU 


Vamanavatara and Trivikrama 


This is the 5th avatāra of Visnu. Rao has cited many Puranic 
and epic texts which tell the legends about this avatara of Visnu. 


1. Rao, op. cit., I. p. 229. 
2. Benarjee, op. cit., pp. 108-9. 
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The Vamana images so far, have not been found intact with the 
original monuments of the Kalacuris. We have two specimens 
preserved in the State Museum at Dhubela. 


The first one measures 100x55 cms. in height and breadth 
respectively. He has four arms out of which he holds a gada and 
cakra with upper two hands, whereas one of his lower right hands is 
in varada-mudrā and a padma(?) is held in his lower left hand. He is 
well-ornamented with the jata-mukata, kundala, hāras, keyūras, 
valayas, vaijayanti, katimekhalā and kativastra. On the top of the 
šilāpatta the principal incarnations of Visnu, viz. on the right Nr- 
Varaha and Matsya, whereas on the left Karma and Narasimha have 
been depicted. On the pitha Prthvi-devi is represented; she is 
worshipped by Naga-devis. The figures of other avataras are shown 
on either side of Visnu. The standing females are shown in the 
aītjalīhasta-mudrā near ayudhapurusas. The Silapatta is decorated 
with the gajākrtis on both the sides. 


The second specimen, preserved in the same museum, is much 
similar to that of the first one. The slight dissimilarity could be 
observed in representing the subsidiary figures. Here Visnu is attend- 
ed by cāmaradhāriņīs. On the top of the image we find a figure of 
Brahma(?) in asana-posture. 


Varahavatara 

This incarnation of Visnu is found into two forms, viz. Nr- 
Varaha (hybrid form) and Varāha (boar). 

The Nr-Varüha images of Visnu are not found, so far, intact 
with the original monuments. But the stray icons are preserved, 
either in the museum or in various modern shrines, as stated above 
with other images, viz. at Gurh, Marai and also in the State Museum 
Dhubela. Generally, the majority of Nr-Varaha images are represent- 
ed with the other major images of Visnu and hence, they are shown 
as a subsidiary figures to indicate only the incarnations of Visnu. 


The Nr-Varáha image, preserved in the Dhubela Museum, is 
noteworthy. It measures 70x30 cms. in height and breadth respec- 
tively. Nr-Varüha is exhibited in Glidha-posture. The figure of 
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Prthvi-devi is shown on the left shoulder of N;-Varaha. He holds a 
Sankha with a remaining left hand. One of his upper right hands is 
in katyavalambita-mudra but remaining right hand is broken. He 
wears all his usual ornaments. On either side a standing ca@maradha- 
rini is shown. The left leg is shown in pratyālidha posture and placed 
upon a padmapitha. 


The next image of Nr-Varüha is discovered at Gurh,! which 
measures 95x65 cms. in height and breadth respectively. It is quite 
identical with that of the above mentioned image, preserved in the 
Dhubela Museum. But the figure of Prthvi is damaged and also the 
image of Varaha is deteriorated. The ornaments are similar to those 
of Dhubela Museum specimen but here we find a khadga, suspended 
from the katimekhala of varaha. On the pitha, seven devotees are 
shown among which the figures of Nagaraja and Nāgadevī are also 
represented. This stray icon might be slightly later than the above 
mentioned image of varaha. 


The Varaha images, in pure animal form, i.e., boar are discover- 
ed at two places, i.e., Bilhari and Ataria-Khera. 


An image of Varaha is discovered at Bilhari. It is profusely 
carved and measures 1.12 metres in height and 1.65 metres in 
length. The back of Varaha is divided into five decorative pattikas. 
The top pattika is decorated with /atakarma and the second 
pattika bears the seated images of Gane$a. There are eleven rudras 
in the third pattika.2 The lowermost pattika is not clearly visible but 
we may, however, presume that this pattika bears a majority of the 
female figures and, most probably, they are Sapta-Matrkas. The 
male figures might be Navagrahas as well as ganas. The figure of 
Kuber (?) seems to be carved above the knee of Varaha. Varaha wears 
a mala and kirifa. Its neck is decorated with rekhakarma. The teeth 
and its legs are completely broken. 


1. The image is fixed on the wall of a modern shrine in the High School Building 
at Gurh. 


2. Banerjee, op. cit., p. 94. 
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The other image of Varāha at Ataria-khera! is discovered which 
is absolutely plain except it wears a fine jewelled mala and nūpura. 
The image is detached from its pitha and measures 1.15X1.70 metres 
in height and length respectively. According to the Cunningham's 
descriptions, the image was represented on the back of a Nagadeva.? 
The sculpture is carved out of the red sandstone. The architectural 
remains and several fragmentary images arelying on the site and 
emphasize that the place might have been of much importance and 
this image might have been dedicated to some of the Hindu temples. 


Several images of Varaha have been discovered in the neighbour- 
ing territories, viz. Khajuraho, Erana and Gwalior.? 


Narasimhavatara 


Narasimhavatara, is the 4th incarnation of Visnu. Rao* has 
cited many Puranic texts which mention the legends and prescribe the 
iconographical features for this particular aspect of Visnu. 


There are four types Narasimhamurtis, viz. Sthauņa-Nara- 
simha (in action), Yoga-Narasimha (in meditation), Kevala-Narasimha 
(standing alone), Laksmī-Narasirha (Narasima with his consort).? 


The images of Sthauna-Narasima are mostly found in Northern 
India, but no temple, dedicated to him (especifically in the Kalacuri 
territory), has been discovered. 


The Sthauna-Narasima images from the Kalacuri territory 
are always shown as subsidiary figure with the major Visnu images. 
Only four stray icons of Sthauna-Narasima are at our disposal. They 
are discovered at Antara, Manora, Maribagh and Gurh. 


1. The image is lying in a dense forest called Ataria-khera in district Satna. The 
lower part is buried in the earth. 

2. Cunningham, A., 4. S. L, Vol. X., pl. III, and also APRASI, W.C., 1920, 

pl. XXIX. : 

. Sivaramamurti, C., op. cit., p. 42, pl. XIV, fig. C. 

. Rao, op. cit., J. pt. I, pp. 145-53. 

. Sivaramamurti, C., op. cit., p. 42. 

. Ibid., The images are also found from Bihar and Bengal. 


ON ta Aw 
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Sthauna-Narasimha from Manora was discovered by Banerjee.! 
This image is an interesting specimen of the Kalacuri artists. Here, 
the sculptor has, probably, followed the prescriptions laid in the 
Agnipurana.? The image is represented in @lidha-posture. He has four 
hands, he holds a šarkha (?) with upper right hand and a cakra with 
upper left. Both of his lower hands are shown busy in pulling out 
the entrails of HiranyakaSipu. The image is displayed in terriffic 
pose. The mane and shaggy hair are shown raised in air. Above 
the fore-head a kešabandha is visible. He wears mala, keyuras, 
valayas and nūpura. A long granthimālā is shown hanging from neck 
to his knees. A male figure is shown under the feet of Narasimha. 
A gada is visible near the human figure. The whole scene is very 
roughly executed. 

An interesting sculpture of Sthauna-Narsimha was discovered 
from the village Antara (district-Shahdol, Madhya Pradesh) now 
under the possession of Birla Museum at Bhopal. The sculpture 
measures 62x38x24 cms., and it is carved on a buff sand-stone. 


This unique specimen is noteworthy because of its excellents 
depiction of legend and artistic grounds. Here the body of Hiraņy- 
akaSipu is thrown on the right by of Nrsimha who is shown busy in pul- 
ling out the entrails of demon with two of his hands. The remaining 
two hands of the god are raised up to the height of his mukuta as if 
in serious actions. Nrsimha is profusely ornamented with the 
Karanda-mukuta, necklace with a spacer, keyuras, valayas. Kati- 
mekhala and nūpuras. A long vaijyantimala besides the granthimala 
is shown flowing around the body of god. The prominent Srivatsa 
symbol and tilaka mark are visible on the chest and forehead respec- 
tively. The adhovastra of god is shown by weavy lines. Nrsimha is 
represented in extreme actions and hence the depiction of broad 
snout, heavy upturned whiskers and protruberance at the bridge of 
nose, the protruding tongue are obvious and quite natural. The 
mane of lion is visible behind the shoulders. 


1. Manora is a small village near Bhadanpur Railway Station in district Satna 
(M.P.) see, Banerjee, op. cit. p. 78, and also, Khare, G. H., Mūrthivigyāna 
(Marathi), pp, 41-42. (P1. XVI Fig. A). 

2. Awasthi, R., Khajuraho Ki Devapratimāyen (Hindi), 1967, p. 101. 
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Hiraņyakašipu holds a sword with right hand but the object 
held in his left hand is indistinct. He wears ekavali, keyūras, valayas 
and the short adhovastra. Nrsimha tramples a demon with right leg 
who holds a dagger with his right hand and drags another demon (?) 
by catching his hair with left hand. 


On either side of the pita, a seated devotee is represented with 
a female attendant. The stele, on its either side, is decorated with 
the makara figures in the middle. These makara figures are shown 
projected from the circular pillarets and support the brackets having 
the figures of rampant lion. On the top, at the recessed corners, the 
gandharva pairs are shown. 


The position of demons, objects held in the hands of deity, etc., 
are represented in different manner than those of the textual prescrip- 
tions. However, the artist has fully succeeded in depicting the legend 
in most convincing manner. Undoubtedly, it is a unique specimen 
of the Kalacuri art of circa 9th century A.D. 


The image of Narasimha, carved on one of the upper devakos- 
thas, on the northern wall of the Saiva temple at Maribagh, resembles 
with those of Manora but we find the slight changes in representa- 
tions. The ornaments and the motive are the same as in the above 
image but here a male figurine, most probably, Prahlada is shown. 
He is standing in the afijalihasta-mudra. The image seems to be 
earlier than that at Manora. 


We find an outstanding image of Sthauna-Narasimha at Gurh.* 
This image is well-developed in the representations. Here Narasimha 
is provided with eight hands. The image is produced according to 
the textual prescriptions laid in the Vaikhānasāgama.* He holds a 
sankha and a cakra with upper two hands. Two of his central hands, 
on both the sides, i.e., left and right, are completely broken. We may 
presume that in those hands a gada and padma were held, while two 
of his remaining hands might have been holding the entrails of the 
demon in the form of a granthi-mala. Two of his lowest hands 
1. Rao, M., Prachya Pratibha, Vol. IV, Pt. 1., Bhopal 1976, pp. 111-112. 
2. The image is fixed on the fencing walls of a temple known as Kastaharana 


temple in the village. 
3. Ibid. 
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are shown tearing out the belly of a demon. Narasimha wears all 
his usual ornaments. An apasmarapurusa (?) is also visible under 
the feet of Narasimha. Many mutilated human figures are visible on 
either side of Narasimha. They might be Sridevi, Bhüdevi, Narada 
and Prahlada. Only last one is visible, in standing posture, in anjali- 
hasta-mudra. On the pitha a seated devotee is sown, on either side. 
On the top gandharva pairs are represented, at the recessed corners. 


Krsnavatara 
Krsņāvatāra is the 8th incarnation of Visnu. No stray icon of 
Krsna has, so far, been discovered from the Kalacuri territory. 


Two outstanding sculptured šilāpattas depicting the legend of 
Krsna's birth are worth appreciation. These Silapattas were disco- 
vered from the districts of Shahdol and Gurgi (Dist. Rewa, Madhya 
Pradesh), and now preserved in the State Museum at Dhubela 
(District-Chhatarpur) and Bhopal respectively.* 

Out of these two specimens, the Shahdol specimen is unique 
one because the figure of Laksmi (?) is also shown serving Devaki 
by holding her right leg. She is seated on an embroidered maszraka? 
Baby Krsna is sleeping on Ananta or Sesa Naga, both baby 
Krsna and mother Devaki are shadowed by Naga hooks. Safkha, 
cakra and other weapons of Visnu are shown supporting the mañca 
(bed). Devaki is reclining on the bed. She is well-ornamented wearing 
the kundala, double series of the haras (one of which flows over the 
breast), Keyuras, Valayas alongwith a series of bangles, rings, kativa- 
stra, katimekhalā and the nūpura. Her beautifully arranged coiffure 
is embedded with the beaded strings. Devaki is nestling the baby. 

A row of seven standing male figures are represented just 
behind the figure of Devaki. Most probably, they are the guards 
deputed by Kamsa to inform him immediately about any child born 
of Devaki. They hold dagger, and it is interesting to mention here 


1. For details see, Dikshit, S. K., A Guide to State museum, Dhubela etc., Poona, 
1957, pp., 28-29, Plates XII & XIII. 

2. Devaki is the mother of Krsna and hence the mother-in-law of Laksmi. The 
posture of Laksmi reminds us the shesa-Sayana image of Visnu. The upper 
half of the body of Devaki is slightly raised in the similar fashion to that of 
Visnu except her left hand is resting on her chest. 
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that they were induced to stupor by yogamaya, and the figure of 
yogamaya may be seen standing very close to Laksmi. Yogam@ya 
holds a powerful asani-danda (thunder-bolt) which is clearly visible 
in the hand of female figure. Undoubtedly, this specimen is an 
excellent production of the Kalacuri artists of first quarter of 11th 
century A.D. 


The next specimen of Gurgi (size 32 x 47 x 10 cms.) bears the 
same theme but this piece introduces an additional figure of the 
representative of Raksasi who has fortunately gone to sleep. Her 
figure may be identified with a female figure sleeping under the mafica 
(bed) of Devaki. Five guards holding the gadā and khadga alterna- 
tely are exhibited behind the figure of Devaki. Devaki is fondling 
the baby Krsna asleep. This specimen is also a superb production 
of master hand of slightly a later period than previous one and 
belongs to circa llth century A.D. Obviously the findings of such 
sculptured ši/āpattas prove to the fact that the legends regarding 
the birth of Krsna were most popular in the society. 


We find many sculptural £ilapattas and the fragmentary stambhas 
which narrate the various Purānic stories and other incidents connected 
with the life of Krsna. Krsna is mostly depicted on the bas-relief, in 
action (showing various wonderful exploits). According to the 
mythologies these works were done by Krsna to protect the world 
and human beings from the evils. The major portion of his such 
works is elaborately mentioned in the Bhagavatapurana.! 


The sculptured $ilapattas are preserved in the Maharaja's 
collection at Sohagpur and other sculptured fragmentary stambhas are 
seen at Marai, Gurh and Rewa. 


One of the sculptured šilāpatta* may, however, be taken into 
account for the sake of description. It measures 1 x 0.51 metres in 
length and breadth respectively. This Silapatta is divided into 
fourteen square panels vertically and horizontally into two pattikas of 


1. Bhāgavatapurāņa, 10,10. 
2. Similar bas-relief may be seen in the Badanmi caves, II, IV, M.A.S.I. 25. 
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various sculptures. The details of each square and related stories, 
narrated in the sculptures, are difficult to mention here, but a brief 
description may, however, be mentioned as follows : 


The top pattika contains seven panels—from left to right— 


J- Panel... 
II- Panel... 


II- Panel... 


IV- Panel... 


V- Panel... 
VI- Panel... 


VII- Panel... 


Krsnat and his beloved Radhika. 


Krsna is striking a V rsabha (bull) with a stick, might 
be the story of Aristasurabadha.? 


Krsna stands between two trees, passing his hands 
around each. On the top of each tree a human head 
is visible. Most probably, it represents the story of 
uprooting the Yamalarjuna in Gokula.? 


It cotains the figure of a river (Yamunā), a man with 
a baby on his lap stands on the left, another man also 
with baby on the right in proceeding posture. Most 
probably, the scene represents Vasudeva taking the 
child Krsna from Mathura to Gokula. 


It contains the scene of Pūtanābadha.* 


Krsna is standing on the yoke of a cart which 
reminds us of the incident of fakatabhanga.5 


A figure of standing female with a pot on her head 
and a boy (Krsna) stands to her left. We may 
presume that this scene represents Krsna levying milk 
and butter from the milk-maids of Gokula.® 


1. Krsna could be identified with a top knot on his head. 

2. Bh. P., 10.36; Banerji, op. cit., p. 101; A.S.A.I.R., 1909-10, pl. XLIV. 
The earliest representations are found in the Badami caves nos. 2, 3, and the 
Gupta pillar at Mandore. 


w 


. See fn. 1. 


4. Bh. P., 10.6; Deva, K., Lalit Kalā, 7, p. 39. The earliest representations are 
found in the Badami caves. 


CA 


Ibid., 10-7; Awasthi, R., op. cit., p. 116. 


6. Banerji; R. D. op. cit., p. 102. 
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The second horizontal pattikā exhibits the following incidents, 
(in the same direction, above). 


I- Panel... 


II- Panel... 


III- Panel... 


IV- Panel... 


V- Panel”: 
VI- Panel... 
VII- Panel... 


It narrates the scene of Kamnsa's visit of the prison at 
Mathura.! 

The scene represents the story of Kamsa, i.e., dashing 
a child to the ground or a stone. We find an outline 
of a figure of the child flying through the air. Most 
probably, the story mentioned in the Bhagavata-purana, 
ie., the child flew away and predicted the death of 
Kamsa. 

The river Yamuna is continued from the fourth panel 
of the first row. Here, Krsna is represented as 
taming Naga-K4aliya.* 

Krsna supports a mountain, i.e., the story of Govar- 
dhünadhara.? 

The stealing of butter by Krsna.* 

Unidentifiable scene. 


Krsna plays on a flute, seated in ardhaparyanka posture. 


Among the sculptured and fragmentary stambhas, the stambha, 
at Marai is noteworthy. It bears the scene of Kaliyamardana on 
the central niche to the west. On the northern face we find two 
figures of fighting men depicted on the bottom niche. The man on 
the lett is striking with a hala upon the head of a man on the right. 
It represents a story of Balarama, killing a demon sent by Kamsa.* 


— 


. Banerji, R.D. op. cit., p. 102, and Bh. P., 10.3. Banerji has identified the story 


but thejfigures are quite mutilated. 


Ibid. 


O p Boo d 


. Banerji, op. 


cit., p. 102, and Awasthi, R., op. cit., p. 119. 


Ibid., also Bh. P., 10.9. 
Banerji, op. 
Ibid., p. 98; But similar scene has been found at Sirapur Laksamana 


cit., pl. XXXVIII, b. 


temple, Krishnadeva observes that it is an episode of Balarama killing Sutà- 
Lomaharsana. The earliest representations are found from Sirapur (circa 6th 
century A.D.); also see Bh. P., 10.78. and Deva, K., op. cit., p.83. 
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In the fragmentary piece placed upon the stambha, we find the scene, 
most probably, denoting the incident of Kešibadha which is sculp- 
tured on the southern face, on the top niche. 


The stambha at Gurh and Rewa are sculptured in the similar 
fashion. These are square in size and bear the seven niches on each 
face. All niches bear the sculptures in relief, which are, mostly 


connected with the life of Krsna-mentioned in tenth skandha of the 
Bhagavata-purana. 


The stamha at Gurh' is worth describing. The incidents narra- 
ted on it are as follows : 


Facing south, (beginning from bottom to top), upto the third 
niche various sculptures are exhibited but it seems that they are 
not connected with any aspect of Krsna’s life. 


The fourth niche, bears, most probably, the figures of Vasudeva 


with a child (Krsna) on his left lap in the same posture as mentioned 
elsewhere. 


The sixth niche bears the scene of Pūtanābadha.? 


On the northern face of the same stambha, the figures of Balarama 
and Krsna have been shown on the lower niche. Most probably, 
they are going to Mathura. The second niche, situated above the 
lower niche, exhibits the act of Kubjanugraha.2 On the third niche, 
we find the scene of Kuvalayapīdabadha.* The fourth niche exhibits 
the fight of Krsna with demon Canira (?) but on the Sth niche, we 
find that Krsna is killing the demon Canura. Most probably, both 
the niches continue the same story of Canzrabadha.5 


. The stambha is fixed on a small $aiva shrine in the same village. 
Bh. P. 10.6; Deva, op. cit. 

. Banerji, op. cit., pls. XLII, XLIV and Deva, K.., op. cit. p. 87. 

. Bh. P. 10.43; Awasthi; R., op. cit., p. 121, and also in Badami caves. 

Deva, K., op. cit., p. 85, and in Badami caves. 
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On the eastern face, the scenes denoting Aristāsurabadha, 
Ke$ibadha, Trnavartabadha? Kāliyamardana, and Krsna as Govar- 
dhanadhara. These sculptures are shown on the niches situated one 
above the other. 


Facing west : The forth niche exhibits the scene of a prison where 
a watch-man is shown in seated posture (the sculpture indicates that 
he is sleeping in his duty). The sixth niche bears a figure of a man 
who is throwing a baby, which reminds the incident of dashing a 
child with stone as stated previously. 


The fragmentary stambha at Rewa is sculptured in the same 
fashion, i.e., the arrangement of the sculptures is similar to that of 
the above mentioned stambha. The events, belonging to Krsna's life 
are also similar, mostly, to those which are displayed at Gurh. 


This stambha? is badly weathered due to which the sculptures 
are quite mutilated. The outlines of the sculptures are also not sharp 
and crisp due to which the figures are comparatively inferior to those 
mentioned previously. This stambha might be later in age than those 
at Gurh and Marai. 


Sayanamur tis 


Visnu assumed this aspect at the end of Mahapralaya. The 
Vaikhanasagama‘ mentions four types of fesasayin-müurtis, viz. Yoga, 
Bhoga, Vīra and Abhicarika-$ayana-murtis. The Sesašāyin-Vi$ņu image 


1. Bh. P., 10.37, Awasthi, R., op cit., pp. 122-123; The earliest representations 
belong to the Kusāņa period. They are found at Mathura. See, Joshi, N. P., 
Mathura Sculptures, pp. 58-59. The sculptures which belong to the Gupta 
period are found at Mandor and Sirapur. The other examples come from 
Valabhi, (Saurashtra); Osia, Abaneri, Kiradu and Ataru, (Rajasthan). See for 
the details: Deva, K., J.M.P.L.P., 2. p. 40; Shah, U. P., "Sculptures from 
Shamalaji and Roda”, pp. 24. 25. 

2. Bh. P., 10.7; The earliest sculptures belong to circa 6th century A. D. in the 
North fort at Badami. See, Goetz, H., “The Earliest Representation of the 
Myth Cycle of Krsna Govinda”, J.O.LB., I, no. 1, pp. 51-66. 

3. This stambha is preserved in a modern shrine situated in the campus of 
Maharaja Palace at Rewa. 

4. Rao, op. cit.. I. I, pp. 91-95 and Awasthi, R., op. cit., p. 80. 
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in the Gupta temple at Deogarh,' in the north India, is supposed to 
be the earliest one. Similarly, in the south, such image is preserved 
at Mahabalipuran.? Later on, at Aihoļe and the western Cālukyan 
sculptures as well as the mediaeval sculptures from Rajasthan exhibit 
the same fashion. 


The sesašāyinmūrtis have been discovered at many places, viz. 
Bandhogarh,* Sohagpur, Shahdol, Marai and Rewa, in territory of 
the Kalacuris. Mostly, these images are demaged but a few of them 
are however, noteworthy. These images are represented in similar 
motif but they differ in displaying the votary figures from the textual 
prescriptions. 


An interesting image of šesašāyin-Visņu is discovered at 
Shahdol.* It measures .365x .610 metres. Visnu is represented lying on 
the serpent-bed (Adigesa) with a fourth of the body slightly raised and 
remaining three fourths lying flat upon the bed of Adisesa. Visņu 
has four arms, one of his right hands touches the kirīta and the gadā is 
shown near the hand, while the upper right hand is stretched parallel 
to the body with slight bent so that it may touch the padmānābhi 
(navel). Most probably, a bud of kamala (?) is held in this hand.” 
A $ahkha is held in his upper right hand which is also stretched 
alongwith the body and rests on his left thigh and he holds a cakra 
with his lower left hand. His right leg is stretched and slightly 
raised. This leg is supported by Laksami who is seated on a mašūraka 
and massaging it. The left leg is bent and rests on the bed of Ādišesa. 


1. Sivaramamurti, C., op. cit., p. 40, pl. XI, fig. A. The earlier images, discovered 
in the Tamil districts slightly differ from northern images, i.e., in the arrange- 
ments of sesa-coil., See, pl. C. 

2. Ibid. 

3. The image is quite defaced and has lost its major features. Author has not 
visited the image due to certain technical difficulties. But the photograph is 
supplied by American Academy Banaras. 

4. The image is not seen by author but the photograph is kindly supplied by the 
American Academy, Banaras. 

5. This is the only image where padma is held in the upper right hand of 
Sesašāyinmūrti of Visnu, discovered so far. 
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The figure of Brahma with three faces is represented on the padma- 
nabha issued from the navel of Visnu. A flying figure probably, a 
Kinnara (2) is shown near the left leg of Visnu. He holds a lotus 
stalk. Visnu is well-adorned with the usual ornaments. On the pitha 
is a sunken and sculptured pattikā, where the figures of ašva and 
gaja are shown on either side at the recessed corners. On the left 
near the gaja three amrtaghatas are placed. Then the figures of 
Matsya and Kurma are shown at thecentre. Between the figures of 
ašva and Karma, three male figures are shown. Two of them hold 
an indistinct object but the third one is in afijalihastamudra. 


Above the image on the back-slab, a sculptured pattika is shown 
which is divided into fourteen niches. Each niche contains a seated 
figure. On the right seven figures might be of Sapta-rsis whereas at 
the recessed left corner, the figures of Nr-Varaha, Sthauna-Narasimha 
and Kalkin (?) are displayed. Next to Kalkin, a seated figure in 
aītjalihastamudrā is sculptured. After this seated image, a male bust 
is shown upon a round arghapatta, evidently he is Siva. 


The sesasayin-mürti at Rewa,! measuring 1.10 x .60 ms, exhibits 
the similar motif. But it differs in representing the votary figures. 
Visnu has four arms out of which one of his upper right hands is 
broken, while the lower right hand supports his head. A cakra is 
held in his upper left and he holds a śañkha with his lower left hand. 
Laksmi supports his stretched leg as usual. The noteworthy feature 
of this image is that the figures of Kgrma, Matsya Kalkin and Buddha 
are disylayed behind the serpent canopy. 


This image exhibits some changes on its pitha. Here, we find 
two miniature Sikharas at the recessed corner, at the left. The 
figure of seated Nandi (?) is shown flanked by the Gandharva figures, 
very close to these sikharas. 


Above the image of Visnu, the sculptured pattika of seated 
figures is quite identical with that of Shahdol specimen. But, here 
at the centre the figure of Brahma is very clearly visible. The remain- 


l. This image is preserved in a small modern shrine in the Maharaja Palace at 
Rewa. 
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ing figures might be of Sapta-rsis and Navagrahas. Both the 
specimens, viz. at Shahdol and Rewa are quite indentical and might 
be the contemporary ones. 


Mention may be made of the šesašāyin-mūrti discovered by 
Banerji at Marai. It measures .64 x .54 ms. in length and breadth 
respectively. Visnu is represented in same recumbent posture as 
mentioned above. He has four arms but both of his left hands are 
broken. The lower right hand supports his head, while with upper 
right hand, which was stretched alongwith the body, holds a gada, 
damaged but the gada is still preserved. Two mutilated figures are visible 
near his left leg in the acts of supplication. Most probably, they are 
demons viz. Madhu and Kaitabha. Near the right leg of Visnu a 
defaced female figure is visible, while very close to her another stand- 
ing female, with an idistinct object in her right hand is shown. Behind 
both the female figures other deteriorated figures are also represented 
but all are unidentifiable. We may, however, presume that the seated 
figure might be of Laksmi and standing figure might be of Bhümidevi. 


On the pitha, at the recessed corner, at the left, two pujaka- 
munis are sculptured. At the centre a fakha is placed and flanked 
by the aśva and gaja figures. Behind the serpents’ canopy a female 
figure is visible with an indistinct object. She might be Laksmi (?) 
with a nilotpala in her right hand, as prescribed by the texts.? 


Above the image, a row of fourteen seated figures are shown 
but they are defaced. Banerji* suggested that the right group 
represents the figures of Navagrahas. We may, however, presume 
that the left group must be of Sapta-rsis. 


The sesasayin-murti at Sohagpur is sculptured in the similar 

" fashion to those of mentioned above. But here, one male and three 

female figures are represented with a seated figure of Laksmi near the 

feet of Visnu. Three hands of Visnu are preserved. The significance 
of these female figures cannot be definitely mentioned. 


1. Banerji, op. cit., p. 94. During the tour of Banerji, it was fixed on a step of the 
tank but now it is removed. 


. Rao, op. cit., I. I, p. 92. 

. Banerji, op. cit., p. 94. 

. The female figures might be Laksmi and Bhümidevi but the remaining figures 
could not be identified. 


AUN 
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On the pitha, a paduka is worshipped by a Rsi and at the left 
recessed corner a male and two female devotees are displayed. The 
sesašāyinmūrti of Visnu is nicely decorated with the usual ornaments. 
This is the only image where Visnu has worn an udarabandha. 


Some of the above mentioned $esašāyinmūrtis are seriously 
damaged due to which they are not to be determined as to which 
text the sculpturs have followed. 


Laksmi 


When the ocean of milk was churned to obtain the ambrosia for 
gods, Laksmi came out from the ocean with other valuable things, 
as mentioned in mythology. Afterwards she became the consort of 
Visnu who conceived her to be treasured on the right side of his 
broad chest.? She is known by various names like Pama, Sri and 
Kamalà. Rao? has referred many texts which mention the iconographi- 
cal features of Laksmi. 


An image of Laksmi, known as Gaja-Laksmi is sculptured on 
the Sirapatti of the dvāra or Viráte$vara temple at Sohagpur. She is 
displayed in padmāsana on a kamala. She has four arms and holds a 
kamala with both of her upper hands, whereas her lower left hand is 
in abhayamudra, while a śañkha is held in her lower right hand. She 
wears mukuta, ratna-kundala, valayas and remaining details of her 
garments as well as ornaments are not clearly visible. Two elephants, 
one on either side, are pouring water from a ghata held in their trunks 


to bathe her. The image slightly differs in the case of representation 
as mentioned by Rao.* 


The similar images of Gaja-Laksmi have been depicted on the 
coins of Gangeyadeva. The figures of Gaja-Laksmi is also found on 
the seals of Laksmikarna, Yašahkarņa and Vijaysimhadeva. These 
seals are attached with copper-plates of the above mentioned rulers. 


1. Rao, op. cit., p. 373. 
2. Ibid. 

3. Ibid., pp. 373- 374. 
4. Ibid. 
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SAPTA-MATRKAS 


Several texts mention different mythologies about the origin 
and importance of the Sapta-Mātrkās in different contexts.1 The 
number of Mātrkās also varies in the texts, i.e., three, seven, eight 
and sixteen. But, usually, the iconographic texts mention Sapta- 
Matrkas viz. Brahmāņi, Māhešvarī, Kaumārī, Vaisnavi, Vārahi, 
Indrani and Camunda.? 


The Sapta-Matrkas are often sculptured in relief on a rectangu- 
lar Silapatta in the order mentioned above with the figures of 
Virabhadra and Gaņeša on either side. Two šilāpattas are discovered 


from the district Rewa. Both are preserved in the Allahabad 
Museum. 


The first Silapattaà? hails from a famous site Gurgi (Rewa 
district). It measures 4.20 x 1.25 metres in length and breadth 
respectively and carved out the plum coloured sand-stone. The 
Sapta-Mātrkās are represented in nrtya-posture, holding a baby on 
their left lap and a weapon is held in the other hand. The respective 
vahanas are also shown near the feet of the Matrkas. The šilāpatta 
is well-adorned from three sides with the Jatakarma. The figures of 
Virabhadra and Gaņeša are also shown in nrtya posture on either 
side. This panel may be placed in circa 10th century A.D. 


The next Sapta-Matrka* penal, preserved in the above museum 
hails from the same district of Rewa. It was discovered at Rewa, 
measures 1.28 x 0.24 metres in length and breadth respectively. 
This panel exhibits the similar nature of the images of the Sapta- 
Matrkas but here Matrkas do not hold the baby on their lap. They 
hold weapons with tbe both of their hands. The remaining features 
of the panel is similar to the above mentioned panel. 


The uttaranga of the temples at Baijnatha, Sohagpur, Marai 
bear the figures of the Sapta-Matrkas but seated in utkatikasana. 
These figures also vary in the number but they are always accompani- 


1. Banerjea, J. N., op. cit., pp. 503-5. 

2. Ibid. 

3. The photograph is supplied by the American Academy of Banaras. See 
Allahabad Museum. No 1091. 

4 


. The photograph is supplied by the same Academy and panel is preserved in the 
Allahabad Museum. See No. 624. 
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ed by Gaņeša. Some of the Kalacuri monuments bear alone the 
image of these Mātrkās, for instance, an image of varahi is seen on 
the upper bracket of the left šākhā of Rewa-torana, She is repre- 
sented in standing posture with six arms. Her va/ana is seated 
near her legs. Som: of the loose icons may, however, be mentioned 
here :— 


Camunda 


The images of Cāmundā are discovered at several places in the 
entire region. All the images are represented as an emaciated woman 
with sunken eyes and skeleton frame, frightful to behold. They vary 
in providing arms but the motif is similar. For instance, an image 
with ten arms holding various objects is preserved in Dhubela 
Museum. Other images with two, four and eight arms are found at 
Silchat,! Baragaon,? Tewar? and Khajuha.* 


Apart from these specimens an interesting sculpture of dancing 
Kali, is procured from Pātālešvara temple (Distt. Shahdol, M.P.). 
The deity is carved on the red sand-stone and measures 75 x 50 cms. 
It is now in the possession of Birla museum at Bhopal.* 


The emaciated and skeletal figure of Kāli is shown in dancing 
pose on a double lotus pitha. She is shown eighteen-armed but ex- 
cept three of her left hands all are broken. With two of these extant 
hands she holds bell and human head. The muscles of her body are 
exposed to the extent that all the ribs are clearly visible. She is 
depicted with loose breast and body. The pingalorddha style of her 
hair gives an impression of her terrific mode of dance. She is 
ornamented with the kundala, sarpahāra and thick vaijayantimala 
(made of bones and skulls), keyūras and the valayas. Her garment 
is depicted with weary lines. The prabhāvali of deity is nicely deco- 
rated with the lotus-petals. 


l. See Banerji, R.D. op. cit. pp. 98-99; pl. XXXIX, fig. A. 

2. Preserved in the personal collection of Niraj Jain at Satna. 

3. The image was discovered at Hathiagarh mouad and now placed in front ofa 
modern shrine at the village Tewar. 

4. This image is seriously damaged and lying very close to a ruined temple. 

5. For details see. Rao. M., Prachya Pratibha, Vol. V, No.2, Delhi, 1977, 
pp. 185-86. 
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A postrate man lies under the lotus seat of Kali who raises his 
head on one of his arms. A tube like thing is coming out of his. 
naval which is being devoured by a dog. Several goblins are re- 
presented on either side of the goddess. A goblin seated on the left 
of the deity holds a skull-cup whereas another holds a dagger and 
sword. Besides these a goblin is shown uplifting the headless body 
on his shoulders between the legs of Kali. The figures of gandharva 
pairs are shown as usual on the top. 


The facial expression of Kālī appears to be the sense of glee. The 
anatomical details and the presence of goblins, etc., are remarkable. 
The sculpture may, however, be assigned to circa 11th century A.D. 


Manasa 


= - = 


= 


An image of Manasā in standing posture is seen on the side of 
the road, i.e., Jabalpur to Beraghat near village Kunana. It measures 
1.70x 0.56 metres in heightand breadth. She is well-adorned and 
holds a baby on her left lap. Seven-hooded serpents canopy is 
shown over her head. Similar images of Manasā are preserved in 
the State Museum at Dhubela. One of them is noteworthy, she has 
four arms, holding a kamala with the upper hands and one of her 
lower hands is in abhaya-mudra, while remaining one is broken. 


a- 


LE 
| 
| 


Narasimhi 


An image of Narasimhī, with eight arms, seated in ardhapar- 
yanka posture over her mound simha, was discovered at Satna. But 
now in the possession of the National Museum, Calcutta. This image 
is an outstanding specimen of the Kalacuri worksmanship. The 
goggle-eyed lion face of Narasimhi and the face of her va/ana are 
wide open as it were for a mighty roar, which endow the composition 
with a grotesque character, this grotesqueness being partially received 
by the modelling of the body of the main image. The above des- 
cribed image is supported by the text. 


1. Banerjea, J. N., op. cit., p. 508. 
2. Ibid. 
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Apart from the previously mentioned images of Sapta-Matrkas, 
a considerable number of other images of Saktis have also been 
discovered throughout entire region of the Kalacuris. It is difficult 
to give all the details of Sakti images. However, four excellent and 
quite interesting Sakti sculptures are discovered from Gurgi (District- 
Rewa, Madhya Pradesh). These specimens deserve special mention 
because of their unique features as well as unfamiliar names like 
Sri-Jàuti, Sri-Badari Sri-Itaralà and Sri-Bhà, engraved on their pitha. 
These sculptures are assigned to circa 10th century A.D. On artistic 
and palaeographical grounds and now preserved in State Museum at 
Dhubela (District, Chhatarpur Madhya Pradesh).! 


Similarly some other noteworthy and labelled Sakti sculptures 
were also collected from Shahdol (ancient sahasa-dollaka). They bear 
their names like—Srī Taralā, Sri Tarani, Bha-Nava, Sri Bana-Prabha, 
Krsna-Bhagavati, Ramani, Vāsavā and Kāpālinī. These images are 
contemporary to the Gurgi sculptures for the grounds mentioned 
above? However a comprehensive list of the Sakti images is given 
below which is published by cunningham Banerji and other scholars 
like Sharma.’ This list carries the names of the Saktis which are 
preserved in the arcade of the Chausath-Yogini temple at Bheraghat.* 


The list of Sakti images which bear their name on the pi/ha.? 
Sri-Thakini 
Sri-Virendri 
Sri-Phanendri 
Sri-Kshatra-dharmini 


1. For details see. Dikshit, S. K., A Guide to the State Museum, Dhubela, Nowgong. 
Poona, 1957 pp. 19-25. 

2. Ibid. 

3. Cunningham, A., Archaeological Survey of India, Vol. IX, pp. 63 f; and 
for details see Sharma, R.K., Op. Cit., Nos. 1-81. 

4. Some images are removed and hence, our list is based on the published list of 

the scholars. 

For details see, Banerji, op. cit., pp. 79-90 some of the images are seriously 


damaged and hence they are not included in the list and also Sharma, op. Cit.,, 
pp. 49-174. 
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Sri-Satanusamvara, 
Sri-Bhisni 
Sri-Vaisnavi 
Sri-Dhadhdhari 
Sri-Ghamtali 
Sri-Thikkini 
Sri-Jhà 
Šrī-Rangiņī 
Srī-Darppahārī 
Srī-Vamdhaņī 
Sri-Dakini 
Sri-Jahnavi 
Šrī-Gārndhārī 
Sri-Ritshamada 
Sri-Ded dari 
Sri-Lampata 
Sri-Nalini 
Srī-Uttālā 
Srī-Jbā (?) nginī 
Srī-Gā (?) haņi 
Sri-Indrajali 
Srī-Thāņī 
Sri-Iévari 
Sri-Hamsini 
Sri-Padmahamsa 
Sri-Tapani 
Srī-Takārī 
Sri-Mahe$vari 
Srī-Brahmāņī 
Sri-Aingini 
Srī-Brahmānī 
Srī-Aingiņī (?) but it should be of Gaņešāņī,! 
Ananda (?) or Anya? 


1. The sculptural features indicate that she is the Sakti of Gaņeša, hence, she 
should be called Ganesani. 

2. The inscription on the pifha is not clearly visible in Cunningham’s list, she is 
mentioned Ananda (No. 5) but Block reads as Anya (No. 40), in his list. 
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Sri-Chandika 
Sri-Ajita 
Sri-Chhatra-samvara 
Sri-Ridhalidévi 
Sri-Masa (?) Varddhani 
Sri-Ahkhala 
Sri-Pimgala 
Sri-Shandini 
Srī-Teramvā! 
Sri-Niladamvara 
Sri-Pamdavi 
Šrī-Yamunā 
Srī-Audārā 
Sri-Jamvavi 
Srī-Khēmakhī, 
Srī-Thirachittā 
Sri-Sarvatomukhi 
Šrī-Mamdodarī 
Šrī-Vārāhi 
Srī-Vibhatsā 
Sri-Nandini 
Sri-Erüdi 
Sri-Amtakari 
Sri-Ranajira 
Sri-Kamada 
Sri-Rupini 
Sri-Simhà-simha. 


Mahisasurmardini 


This aspect of Durga is supposed to be very important and 
ancient as mentioned in various texts. The detailed discription about 
her origin and importance of this aspect is mentioned in the Devi- 
mühatmaya. The images pertaining to this aspect are discovered 


1. Teramvà is goddes Mahisāsurmardini but she is wrongly named. 
2. Bhattasali, N. K., op. cit., p. 194 and Banerjea, J.N., op. cit., p. 497. 
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throughout the country. Generally, all the images are displayed in 
terrific mood and killing the demon Mahisāsura. This aspect of 
Durgà became so favourite and common that during mediaeval times 
we find various images in developed forms of representations. These 
images vary slightly in certain respects, i.e., the representations of 
arms and the body of demon Mahisàsura due to regional influecnes.! 


An image of Devi, preserved in Chausath-Yogini temple at 

Bheraghat, is one of the best sculptural specimens of the Kalacuri 

period. Here, Devi is provided with twenty arms, now most of them 

are broken.? She is shown in action of killing demon. Her left leg 

is shown stretched and placed on the ground but the right one bent 

TEN forward and placed upon the body of demon. The head of the demon 
is severed and lying away from its body. The goddess has embedded 

a cakra and Sara (arrow) in the body of demon. Simha, the vahana 

of Durga, is biting the back of Mahisāsura. A female figure, in 

zi seated posture, is visible on the pitha but defaced. Very close to 

| tt: Simha, a demon is assaulting the goddess with a short khadga 
B (sword). On the left of Durga, very close to left leg of Devi, a female 
figure is shown whose head is damaged. Above this figure, a demon 

is shown attacking upon Devi. 4A kneeling male figure is represented 

under the headless body of Mahisasura. Out of ten left hands, 

with one she holds a šaūkha, while the other two hands hold different 

types of carma (shield) and remaining hands are broken. With one 

of her right hands she holds a trišūla, the next hand is shown drawing 

a šara (arrow) from a quiver. All the remaining hands are com- 

pletely broken. The figure of Devi is well-decorated with usual 

p ornaments. ie., she wears mukuta, ratna-kundala, hāras, a long Vai- 


jyantimala, katimekhala, kativastra, keyuras, valayas and beautiful 


1. Sivaramamurti, C., op. cit., p. 32, Pl. VI, fig. A,B; Banerjea, J. N., op. cit., 
PI. XLI, fig. 4 and Sankalia, op. cit., p 146. The earlier images are provided 
with two hands. See, A Durga figure from Bhita, A.S.J.A.R., 1911-12, p. 86, 
figs. 13, 14. But later on all images are provided with the multi-arms, viz. 8, 
10, 16 and even twenty arms. For instance, Mahisasurmardini panel from 
Mahabalipuram, similar figure from rock temple at Ellora. 

2. Sharma, R. K., op. cit., p. 83. Sharma agrees with Hiralal as regards the 
number of hands is eighteen. 
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nupuras. On the top, the Gandharva pairs are shown on either side 
at the recessed corners. Banerji has placed this image in circa 10th 
century A.D.’ On the pitha, the goddess is named as Sri-Teramva. 


Another image of Durga, sculptured on the northern wall of 
VirateSvara temple at Sohagpur, is noteworthy. Here, Durga is 
provided with eight arms and depicted in tribhanga posture. She 
holds a khadga and khatvanga with two of her upper hands while a 
kapāla (?) and Carma (shield) with two of her lower hands but re- 
maining hands are completely broken. The figure of demon is visible 
under the feet of Durga. She is well decorated with the usual orna- 
ments. The figure is sculptured according to the instructions laid in 
the Silpašāstras as mentioned by Rao.? It differs only in the case of 
arm. 


Mahisāsurmardinī image preserved in the Dhubela Museum is 
quite identical with those of the Bheraghat specimen but here, Durga 
is provided with ten hands. Three of her right hands are preserved 
out of which one is resting upon her thigh but the second hand is 
shown in abhayamudrā. On the left, three hands are preserved. 
She holds a kamala, carma (shield) and a severed head of demon, or 
a ghanta (7) but two of her hands, on both the sides i.e., right and 
left, are completely broken. She wears the usual ornaments as 
mentioned above. On either side, a female figure is shown, probably 
they are attendants. Simha, her respective vāhana, is shown in the 


biting posture and the severed head of demon is lying close to his 
body. 


The specimen discovered from Rewa? exhibits some changes in 
providing the arms and weapcns to Durga. She has eight arms, quite 
similar to the image of Viráte$vara temple at Sohagpur. She holds a 
khadga, gadā (?), trišūla, with three of her right hands, while remain- 
ing one is broken. A kamala, carma, dhanu and ghanta are held in 
herleft hands. She is ornamented in the identical fashion with those 
of Bheraghat and Dubela Museum images. The posture of the 


1. Banerji, R. D., op. cit., p. 87. 
2. Rao, op. cit., p. 345. 


3. The image is preserved in a small sub-shrine in Jagannatha temple, situated in 
Rewa palace at Rewa. 
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goddess as well as the actions of the subordinate demons are quite 
identical with those of Bheraghat specimen. The Gandharva figures 


are also visible in usual posture. The image seems to be of a slightly 
later period. 


Brahina 


Brahma is one of the most important members of the Bramani- 
cal triad. He is recognised as the great creactor of the universe in 
the Hindu mythology. But his position in the pantheon is, however, 
inferior to that of the other principal deities of the cult viz. Visnu, 


Siva and Sürya. Stray icons of Brahmā as well as temples dedicated 
to him are very rarely found in the country. 


In the Kalacuri territory the images of Brahma are found at 
many places, but mostly, they are seriously damaged. The bas-relief 
of Rewa-torana exhibits the figure of Brahma in two aspects. At first, 
Brahma is shown in the procession of Siva’s marriage riding on his 
vahana hamsa. He is following Visnu and preceded by Siva.! The 
relief is shallow to give the minor details. He could be recognised by 
his vahana hama. But at the second place he is shown as a priest 


performing the marriage ceremony of Siva and Parvati in the ‘marri- 
age pandal’ 2 


^ wc UR Qa oe KU 


essel S SU 


The images of Brahma displayed on the external bhittis of the 
Virātešvara temple at sohagpur, are found in different postures. Most 
of them are in the sthānaka posture. An image of Brahmā, sculptured 
on one of the upper devakosthas of western bhitti, is, however, worth 
mentioning. Here, Brahma is shown with bearded face and in 
sthanaka posture. He has four arms out of which he holds a pustaka 
and a kamandalu with both of his left hands, whereas a sruk is held 
in his upper right hand and remaining one is in abhayamudra. Brahma 
wears ardhoruka, valayas and upavita. His vahana is badly damaged. 
The similar figure is preserved on the northern Dhitti of the temple 


l. Banerji, op. cit., Pl. XXXVI. The figure is sculptured on the lintel facing 
palace. 


2. The pandal is shown in the same relief which is formed by keeping the ghatas 


one above the other on both the sides of the sculptural figures viz. Brahma, 
Siva and Parvati. 
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where vahana is preserved and the objects held in the hands of Brahma 
are clearly visible. 


The āsana-mūrtis of Brahma are mostly found on the Sirapatti 
of various temples. But in the Virātešvara temple we have found 
him on the right dvāra-šākhā also. He is sculptured on the devakosthas 
of the sakha in utkatikasana. He holds a pustaka with upper right 
hand, while a kamandalu is held in the lower one. Most probably, a 
sruk is held in upper left and remaining one is in abhayamudra. He 
wears kirita-mukta, ardhoruka, valayas and upavita. The similar figure 
of Brahma is found on the left šākhā in the top most devakostha. 


The figures shown on the Sirapatti of the same temple are very 
nicely sculptured. 


Here, Brahma is shown between the central and southern project- 
ed devakosthas of the Sirapatti. He is represented in utkatikasana, 
three faced with long pointed beard. He has jatamukuta and wears the 
ardhoruka, katisutra, valayas. He has four hands out of which he 
holds a $ruv with the upper right hand and the lower one 1s in 
abhayamudra. A pustaka and a kamandalu are held in both of his 
left hands. A female figure is standing on his right. She is well- 
ornamented and holds a vīnā with both of her hands apparently, she 
is Sarasvati. After Saravatī in the extreme corner of the Sirapatti, an 
identical figure of Brahma is repeated. 


The figures of Brahma on the Sirapatti of the temples at Marai 
and Khajuha exhibit the different posture of his asana-murtis. 


The image on the Sirapatti of the Marai temple is shown in 
lalitāsana-posture. Here Brahma is sculptured in a projected devako- 
sthalike Visnu and Siva on the same Sirapatti He is seated on à 
vikasita-kamala which is shown springing from the earth. His right 
leg rests upon a small kamala. He has four arms. He holds a $ruv 
with upper right, while the upper left hand is in abhayamudra ©). 
Most probably, a kamandalu was held in his lower left hand but is 


1. In other monuments of the Kalacuris, Brahmi is shown as a parsva-devata. 
But here the position of Brahma seems to be sound like principal deities, 
mentioned above. 
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damaged. The remaining right one is completely broken. The respec- 
tive vahana, hamsa is shown under the seat. The whole devakostha is 
surmounted by the candrašālā design. The figure of Brahma is 
flanked by a slender and ringed kudyastambhika. On the top, the 
Gandharvas are shown on the recessed corners. 


The image of Brahma at Khajuha is shown in similar fashion 
and all the four hands of Brahma are preserved. He holdsa sruv with 
upper right hand and a pustaka is held in upper left hand. One of his 
right hands is in abhayamudra, while with the remaining one he holds 
a kamandalu. The vahana is visible very close to him. The ornaments 
are nicely carved. He wears a mala, upavīta, katimekhala and ngpura. 
The Gandharvas are shown in their usual place. The figures at 
Marai and Khajuha are contemporary. 


Apart from the images mentioned above we find him with image 
of Visnu from Rewa. He is shown on a kamala which is springing 
from the navel of fesasayin Visnu. Sometimes we have found him 
with the nrtya-Ganapati images. Here, Brahma is shown in padma- 
sana. Such specimens are preserved in modern shrines at Rewa and 
Mahsaun. In both the specimens Brahma is shown on the right of 
Ganesa under his (Gane$a) arms. Generally, in such cases he holds a 
pustaka and kamandalu with upper two hands, while an aksamālā is 
held in lower hand but the remaining one is in bhamisparsa-mudra. 
The objects in the hands of Brahma at Mahsaun are indential with 
those of Rewa specimen, but they are not clearly visible. 


Sarasvati 


Sarasvati is known by her various names like Vak, Vagdevi, 
Bharati, Vāgīsvarī and Vani, etc? In the Brahmanical mythology 
she is acknowledged in two aspects, viz. first as the consort of Brahma 
and later on as the consort of Visnu. The Padmapurana mentions 
her among the eight Saktis of Visņu.* But the texts, viz. the Visnu- 
dharmottara-purāņa, Amsumadbhedagama, Pūrvakāranāgama and the 


1. See, the nrtya-mürtis of Ganapati. 

2. Bhattasali, N. K., op. cit., p. 181. 

3. Ibid., pp. 181-82. 

4. Yashodadevi, V., J.1.H., Vol. XLI, p. 689. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Iconography 151 


Rupamandana describe her as an independent goddess with various 
objects in her hands.! 


The earliest inscribed image of Sarsvati is discovered at Mathura, 
which was installed by a Jaina devotee and belongs to the beginning 
of Ist century A.D.? 


The images of Sarasvati are discovered from the various parts of 
the Kalacuri empire. The images of Sarasvati represented with 
Brahma indicate that she was acknowledged as the consort of Brahma 
by the Kalacuri sculptors. The first image of Sarasvati, sculptured 
by the Kalacuri artists, discovered so far, seems to be on the topmost 
panel of śirapatti of Rewa-torana, facing east. Sarasvati is shown in 
āsana-posture and playing on a viņā. The minor details of her 
ornaments and other iconographical features could not be recognised 
due to shallow carving. 


Two images of Sarasvati depicted on the sirapatti of the kaksas, 
situated in the eastern wing of $aiva monastery at Chandrehe are the 
excellent examples of the Kalacuri arts. 


Sarasvati in sthanaka posture is represented on the right bracket 
of a kaksa situated at the south-eastern wing of the monastery. She 
has four arms. She holds a vēnā with two of her hands, while remain- 
ing left hand is broken and a kamala is held in her lower right hand. 
A female attendant is shown on either side of Sarasvati. The female 
standing on the right holds a small viz@, whereas the objects held in 
the hands of other attendant is not visible. 


At the north-eastern corner of the above mentioned wing, 
Sarasvati is carved in Gsana-posture on the right bracket of a Sirapatti 
of a kaksa. She is seated on an embroidered mašūraka. She has 
four hands and holds a vīnā with two of her hands. One of her left 
hands is broken but with her upper right hand she holds the fringe of 
her garments. The goddess wears kirita-mukuta, ratna-kundalas, hàras, 


1. Banerjea, J.N., op. cit., p. 377. 
2. Bhattasali, N.K., op. cit., p. 187. 
3. Banerji, R.D., op. cit., p. 38. 
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keyūras, vaijayantī, kativastra and nūpuras. The figure is very well 
carved and belongs to circa 10th century A.D. 


During the early decades of llth century A.D., we find the 
image of Sarasvatī well developed. For instance, in Virātešvara 
temple, she is represented at least four times on the dvara-sakhas. 
In the vertical bands of the right and left šākhās, she is always shown 
in asana posture playing on a vzrià.! But on the Sirapatti, she is shown 
in dvibhanga posture playing on a vīņā between to figures of Brahmà? 
But the asanamurti of Sarasvati represented on the projected brackets 
of the Sirapatti, (situated on the southern corner) is noteworthy. Here 
Sarasvatī is provided with eight arms? Two of her central hands 
support the vira as usual, while with one of her upper left hands she 
holds a pustaka, the middle one is in abhayamudra and the lowest one 
holds a kamandalu. A kamala is held in upper right hand and in 
lower right hand a malā is held, while lowest one of her right hands 
is in varada-mudrā. She is well-ornamented with the jatā-mukuta. 
ratna-kundala, hāras, valayas, vaijayanti, katimekhalā and nūpuras. On 
the pitha, a seated male devotee is shown on either side in recessed 
corners. At the centre the respective vahana hamsa is visible. The 
date of the sculpture is the same as discussed elsewhere, viz. the date 
of the temple. 


Though, the sculptural specimens of Sarasvati are few, still the 
importance of the deity is proved by the inscriptional evidences.* 


Surya 


The worship of Sürya was prevalent in India from early times. 
During the Vedic age, Sürya was known by various names like Püsan, 
Bhaga, Vivasvat, Mitra and Visnu, etc. Later on, in the Brahmanas 


1. For the minor details see, the descriptions of the dvdra-Sakhds in the chapter 
dealing with the architecture. 

2. It shows the close relations of Sarasvati with Brahma. 

3, The idea might have been derived from the Mahisasuramardini figures. 

4. Banerji, op. cit., pp. 42, 113, 134. 

5. Banerjea, J. N., "Sūrya” (Ādityas and the Navagrahas), J.I.S.0.4., Vol. XVI, 


p. 47. 
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and Puranas, he is mentioned among the Dvādašādityas! The wor- 
ship of Dvadasadityas alongwith Navagrahas played a significant role 
in the religious life of the Hindus. But, before the beginning of any 
cult around Surya, he was represented by means of various symbols, 
viz. cakra, kamala and round golden plate etc.? 


During early mediaeval India, Sürya images were commonly 
produced. Sūrya images, discovered in the Kalacuri territory, are 
generally in Samabhangasthanaka posture in a chariot or sometimes 
with Navagrahas. He is depicted well adorned with ornaments and 
always in udīcya-veša (Northerner’s dress), as prescribed by the Brhat- 
Samhita? | Asanamürtis are very few. 


We find the image of Sürya in the basrelief of Rewa-torana facing 
west. He is shown in Siva's marriage procession. He is sculptured 
on the chariot holding two kamala in both of his hands and follows 
the bearded Rsis shown behind Visnu. No further details could be 
observed. 


The imaget in the Viśvanātha temple is carved with certain 
changes. He is represented in the usual sthanaka posture in the 
chariot drawn by caturāšvas (four-horses). He holds a kamala in 
both of his upper hands and the lower left hand is in abhaya-mudra, 
whereas the lower right hand is broken. Usa and Prtyusa are re- 
presented on either side in alidha and pratyalidha-postures respective- 
ly. Theyare chasing the darkness with bow and arrow. His wives, 
viz., Rajfii and Niksubha are sculptured, on either side with a camara. 
The figure of Aruna is also visible who holds the reins (?). The figures 
are very much defaced and are inferior in execution. 


Similar to the above image, but in an advanced form, we find 
an image at Gurh.5 It measures 1.10 metres in height. Here the 


. Banerjea, J. N., op. cit., pp. 47-48. 

. Ibid., p. 432. 

. Ibid., p. 437. 

. The image is sculptured on the upper devakostha of the central ratha, facing 
west. 

5. The image is damaged below the waist of Sürya and fixed on the wall of a 

small shrine, situated in the High School Building at Gurh. 


AU N R 
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chariot is drawn by saptasvas (seven-horses). Sūrya is shown in the 
samabhanga-sthanaka posture. He is shown in udīcya-veša, and is 
well decorated. Here the number of the attendants is comparatively 
increased. On either side a female figure, probably, his wives, viz. 
Niksubhā is shown on the right and Rajni on the left. Both of them 
hold a camara and a kalaša (?). They are well ornamented. Corres- 
ponding to the height of the shoulder of Sürya, on either side, Usa 
and Pratyūsā are displayed in the usual posture, and are dispelling 
the darkness with dhanu and Sara (bow and arrow). The noteworthy 
feature of this image is that it bears the figures of Brahma and Siva 
on the top of the Silapatta. Such images of Surya, in the company 
of Brahma and Siva are rare discovery, so far, in the Kalacuri terri- 
tory. Both the deities are shown in padmāsana with the usual 
objects, i.e., Brahma holds a pustaka and an indistinct object with 
upper two hands, while with one of his lower hands, a kamandalu and 
remaining left hand is in varada-mudra. Siva holds a naga with lower 
left hand and a trisgla with lower right. His upper right hand is in var- 
ada-mudra and remaining left hand is broken. Gandharvas are shown at 
the recessed corners. On the centre of the Silapatta a defaced human 
figure is visible. 


Surya holds a kamala with both of his upper hands and wears 
Kiritamukuta, haras, upavita and katimekhala. The damaged figure 
of Aruna is visible near the feet of Sürya. 


Navagrahas 


The figures of Navagrahas are always represented on the Sira- 
patti of various temples. But on the basrelief of Rewa-torana they 
are shown riding upon their vahanas. Sürya is always shown in the 
company of Navagrahas in sthanaka posture. The sculptured Sira- 
pattis with the figure of Sürya are discovered at Baragaon, Sohagpur, 
Marai and Khajuha. In all these specimens Sürya accompanies the 
navagrahas. They are generally carved in dvibhanga posture with a 


1. An image of Surya is preserved in the Khajuraho Museum which resembles 
the image of Gurh, See, Awasthi, R., op. cit., p. 178, fig. 75, Khajuraho 
Museum no. 1262. 
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kamandalu in one of their hands. Rāhu and Ketu are displayed one 
above the other. Rāhu appears as a grinning face and with twisted 
beard but Ketu in hybrid form. The navagrahas on the Sirapatti of 
Saiva temple at Baragaon is noteworthy. It bears a dancing figure 
of Siva at the centre and two dvārapālas at the recessed corners. 
The figures of four grahas, viz. Ravi, Soma, Mangala and Budha 
are shown on the right, whereas Brhaspati, Sukra, Sani, Rāhu and 
Ketu on the left (Ketu is placed over the head of Rāhu). All nava- 
grahas are two armed and well dressed, decorated with vanamala, 
kativastra, kundala and jata-mukuta. The objects helds in their 
hands are not identifiable. Ràhu is shown by a bust which appears 
grinning and has twisted beard. His handsare in afijalihasta-mudra. 
Ketu is represented in the hybrid form, i.e., half human body and 
half serpent. 


But at Khajuha, all vàhanas are represented near the feet of 
their lords. All grahas, most probably, hold a kamala (?) and 
kamandalu (?). 


At Marai, Sürya is attended by a female figure who is represen- 
ted on the left of god. She is shown in standing posture and holds a 
camara. Two more human figurines on either side of the god are 
shown but defaced. Excluding the above mentioned variations all the 
Navagrahas panels exhibit the similar motive. The Sirapatti at 
Baragaon belongs to circa 11th century A.D. as mentioned by Banerji? 
and Banerjea.? Hence, we may presumably say that the firapattis at 
Marai and Khajuha are also contemporay to the above specimen as 
confirmed by iconographical features. 


Trimurti 
We have noticed of some unique images of Surya from the 
Kalacuri territory) These images have three faces and eight hands 


Banerjee., op. cit., p. 107, pl. XXXIX, b. 

Banerjea, op. cit., p. 90. > 
They differ fundamentally from the Sūrya images found at other places, ViZ., 
Sürya image at Bhaja, Bodhagaya, Mathura and Bhumara, See, Coomarswamy, 


A.K., H.I.I.A., fig. 24, 61, 103 and Banerji, M.A.S.I., 16, pl. XIV a. 
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or sometimes only six hands. They are discovered at Baragaon,' and 
Khajuha. Itisa composite form of Brahma, Visnu (=Sūrya), and 
Siva. It may by called as Vaisnava-Trimūrti.* But in the Aparājita- 
precha, itis mentioned as ‘Hari-Hara-Hiranyagarbha—mirti’.® This 
aspect of Sürya (combined with the Hindu triad) is also mentioned 
in other texts, viz., the Markandeyapurana and the Sarada-tilaka- 
tantra^ We find an elaborate description of such images in the 
Aparajitaprccha? Similar to the above mentioned image other 
images are noticed at many places of India, for instance, an image is 
preserved in a devakostha of Limboji Mata temple at Delmal 
(northern Gujarat) and another image is found at Somanath (near 
Sūrya-Nārāyaņa temple) Kathiawar.6 Markanda temple in Chanda 


(Maharashtra), Chidambaram temple and in many temples at 
Khajuraho.’ 


Usually, these images are displayed, (a) with three faces, (b) 
eight arms or sometimes six arms; (c) in a chariot drawn by saptāšva; 
(seven horses), (d) holding the major attributes of Brahma, Visnu and 
Mahe$a with the subsidiary hands; (e) udīchya-veša and well ornamen- 
ted; (f) sometimes, the vahanas of the major gods are also represent 


ed on the pītha; (g) mostly, in the sthānaka-posture* and attended 
by his consorts viz. Niksaubha and Rajfii. 


The image from Baragaon noticed by Hirananda? is noteworthy. 
It is removed from the original place but according to the descriptions 
mentioned by him, Sürya is represented with three faces and eight 


. It is a village situated at a distance of about 20 Kms. from Damoh. See, 
Hiralal, R.B., I.A., 1918, "Trimurtis in Bundelkhand’, p. 136, pl. II. 

2. Banerjea, op. cit., p. 88. 

3. Awasthi, R., op. cit., p. 177. 

4. Sankalia, op. cit., pp. 162-63 and Awashti, op. cit., pp. 177-178. 

5. Ibid., According to the above text, the image should have four faces but the 


fourth face is supposed to be at the back., See, Sankalia, op. cit., p. 163, foot- 
note no. 9. 


. Sankalia, op. cit., pp. 162-164. 


. Awasthi, op. cit., pp. 178-179, fig. 82 (preserved in Markanda temple). 
. Ibid. 


. Ibid., and also Banerjea, op. cit., p..88. : 
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hands in the chariot. Allof his hands are broken, hence, nothing 
can be mentioned about the attributes. The chariot is drawn by the 
saptāšvas and the figure of Aruna is preserved. His three attendants 
A$vins, Dandi and Pingala are shown on either side. Ašvins are 
shown horse-faced on the left and bearded Pingala and Dandi on 
either side. Usa and Pratyūsā are shown in their usual posture 
dispelling the darkness on the top, on either side of the prabhavali. 


Mention may be made of another image preserved in front of 
a small shrine at Khajuha. It measures 97x18 cms. in height and 
breadth respectively. The image is represented in the same fashion 
as above mentioned images. But it shows slight changes, i.e., here. 
Sürya is shown in the samabhanga-sthānaka-posture, in a chariot 
which is drawn by saptāšvas. Sürya holds a vikasita-kamala in both 
of his upper hands. But his remaining six hands are broken. Three 
faces are crowned by three different head-gears but the remaining 
ornaments are common. His wives Niksubhā and Rajfi are shown on 
either side with a camara. They are shown in common postures as 
we find in other image mentioned elsewhere. The Gandharvas are 
shown at the top, on either side, in the recessed corners. 


The images which bear six arms are noticed from Madhia* 
(Panna) and Khajuha (Rewa).? 


The image at Madhia is carved on the centre of the Sirapatti of 
a ruined temple in the village. Here, Sürya has six arms and three 
faces. The rearmost hands carry a trišūla and a deer but the middle 
hands hold a kamala. The front right hand is shown in the varada- 
mudra, while the left one is broken. On the left extreme corner the 
figure of Nandi is represented, whereas the right corner that of a 
Garuda. It is noteworthy that the association of Sürya with Visnu 
and Siva is much emphasized in this particular icon.? 


l. Banerjea, op. cit., pp. 88-89. 

2. The image is damaged below the kati but the figures of Asyas and Aruna are 
visible. It is preserved in a small shrine at Khajuha. 

3. Hiralal, op. cit., pp. 136-137. He mentions that these images are of composite 
form of Sürya or Sūrya-Nārayaņa and Sürya-Siva. 
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Some stray and fragmentary icons are lying at Khajuha which 
exhibit the same motive. Banerji has mentioned some stray śilāpat- 
tas which depict the figures of Sūrya-Nārayaņa. They come from 
Mahsaun! and Sohagpur but are much defaced. 


Revanta 


Revanta is one of the sons of Sürya born to his wife Samjna. 
The worship of Revanta is very much popular in Eastern India. The 
Kalika-purana® describes his figure and mentions the methods of his 
worship by the kings or his subjects. The Mārkandeya-purāna* in- 
forms us about the benefits of his worship. The instructions for the 
sculptural representations of Revanta are elaborately mentioned in 
the Brhat-samhita. According to the Brhat-samhita®, Revanta should 
be shown riding on horse back in udīcya-veša engaged with a hunting 
party. Butthe Visnudharmottara-purana® lays down that Revanta 
should be on a horse back like Sürya. 


The sculptural finds and epigraphic sources prove that his wor- 
ship was prevalent in several parts of India during early mediaeval 
times. The Sārangadeva's inscription from Vanthali proves that he 
was worshipped in Gujarat and Kathiawar region.” From the Kala- 
curi territory images of Revanta are found at various places but only 
a few specimens are at our disposal. 


An interesting image of Revanta, placed in a local temple at 
Sohagpur (Distt. Shahdol, Madhya Pradesh), is worth appreciation. 
The figure of Revanta is shown in the centre proceeding to the right 
along with Danda and Pifigala who are also riding upon the horse, 
and are accompanied by other members of the hunting party. The 
umbrella, over the head of Revanta, is nicely embroidered. One of the 


. Banerji, op. cit., pl. XXXVII. 

. Bidyabinod, B.B., J.A.S.B., 1909, p. 391. 

. Sanyal, N.B., LH.O., III, p. 470. 

. Banerjea, J.N., op. cit., p. 442. 

Ibid. 

Ibid. 

. Ibid., also E.I., X. Luder's list, No. 624. 

. Sharma, B.N., Iconography of Revanta, Delhi, 1975, p. 53, fig. 32. 
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attendants is carrying a pig on his shoulder and two are holding 
water-vessels to perform the upāsthāna ceremoney. Behind the um- 
brella bearer, two hunters ofthe party are shown with straight and 
double-edged sword. Several dogs and pigs are depicted between the 
legs of the horses. 


The modelling and depiction of the entire scene of hunting 
party prove to the perfection achieved by the Kalacuri artists of circa 
10th century A.D. 


Apart from this sculpture a few more specimens of Revanta have 
been described by Sharma. Out of them the sculptured Silapatta 
discovered from Marh-Pipariya (District Sagar, Madhya Pradesh) is 
noteworthy. Here the figure of Revanta is shown in a sunken 
panel above which another panel bears the bust of his grandfather 
Kashyapa (?). The sculpture seems to be badly mutilated and hence 
nothing can be ascertained about it. 


However, Sharma has assigned the date of sculpture to circa 10th 
century A.D. 


Another image of Revanta was discovered by Banerji? at 
Manora, (a Railway station in Satna district of M.P.). In this speci- 
men Revanta is represented riding upon a horse among the hunting 
party. He proceeds towards the forest, preceded and followed by his 
attendants. He holds the reins with his right hand, while with left 
hand a drinking bowl. Above his head an umbrella is shown which 
emphasizes his royal rank. His legs are encased in high boots (2) as 
generally found in Sürya images. His jatā-mukuta and kundalas are 
quite multilated. These ornaments i.e., the jatā-mukuta and kundalas 
are identical with those of his attendants. Most probably, the atten- 
dants wear dhoti. 


Two hunting dogs are seen between the legs of the horse. An 
attendant is shown in front of horse with an indistinct object; most 
probably, he is seizing the horse by the head and flourishing a dagger 


1. Ibid., The author has not studied the orginal piece. 
2. Banerji, R.D., op. cit., p. 106. 
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before his eyes! On the left of the major deity two more attendants 
are shown. One of them holdsa stick, whereas the remaining one 
holds a water jar with both of his hands. Three attendants are repre- 
sented behind the horse. One of them is carrying a deer or boar on 
his shoulder.* The second one, most probably, is carrying a jar (?) and 
the third one holds a tray. 


On the pitha, a sunken and sculptured pattika is shown which 
contains a row of five kneeling figures. At the extreme right corner 
the figure is mutilated but the second one is playing on a drum. Most 
probably, third one is carrying a tray, whereas the fourth and fifth are 
playing on horns. These musicians are represented to drive out the 
animals from forest. The water jar carried by the attendant indicates 
necessity of water for the party. The representation of dogs, between 
the legs of horse, shows that party proceeds for hunting. The 
sculpture is weathered and may be assigned to circa 11th century 
A.D. 


A bronze image of Revanta was found at Tripuri.? The Akala- 
tara Stone Inscription of Ratnadeva II informs us that a temple was 
dedicated to Revanta at Vikarnapur (District Bilaspur, modern Kota- 
garh), which was built by a feudatory chief Vallabharaja. Revanta 
is carved with his brother Saturn in the Sun temple at Osia.! 


The similar images of Revanta are found from many places of 
eastern India. These images differ in the number of servants but the 
motif is the same. The Revanta image discovered at Manora has a 
few number of attendants but it is quite identical with those of found 


1. Sanyal, N.B., op. cit., p. 471; The similar image is discovered from Ghatnagar 
and preserved in the Museum of Virendra Society at Rajashahi. 


2. Sharma, B.N., op, cit., p. 53, Sharma rejects the identification of Banerji, and 
suggests that it is a boar. 

3. Mirashi, V.V., op. cit., p. CIXI (Introd.). The author has not seen the image. 
The image is preserved in the collection of head of the village. 


4. Sharma, D., Early Caūhan Dynasties, p. 235, For the detailed description. See, 
Pandeya, L.P., "The worship of Revanta in Ancient India’, Visheshvarananda 
Indological Journal, VII, p. 135. 
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at Ghatnagar' (Dinajpur district) and Badakamta? (Tippera District) 
etc. 


Ganga and Yumuna 


The iconographic concept of Ganga and Yamuna may be traced 
back to circa 2nd century B.C.? The first appearance of these river 
goddesses is found as dvārapāla in the Brahmanical temple at 
Deogarh.* The epic and purānie texts like the Mahabharata,® Vaikha- 
nasāgama,* Visnudharmottarapurana’ and also the Kumāra-sambhava? 
of Kālidāsa mention the descriptions of Ganga and Yamuna. 


The sculptural figures of Ganga and Yamuna occur frequently 
in Gupta and mediaeval sculptures of northern and central India? | 
During the Kalacuri period the figures are invariably found on the | 
dvārašākhās of the temples and monastery. They are depicted in l 
similar fashion but slight difference may be observed during 
particular period. We find slight changes in the number of attendants | 
and other subsidiary figures. | 


The images of Ganga and Yamunā, carved on the dvara-sakhas | 
of the temple of Patiandai, are in dvibhanga posture. They are ! 


1. Banerjea, J.N., op. cit., p. 442. Sanyal, N.B., op. cit., pp. 469-72; and Bhatta- 
sali, N.K., op. cit., pp. 117, pl. LXII, a. 


2. Ibid. |) 
3. Sivaramamurti, C., op. cit., p. 28, fig. 14, and pl. II, fig. D. 
4. A.I. No. 4, p. 133, No. 119. i! 
5. Chapekar, B.N., The Iconographical Elements in the Mahabharata, Poona, 1958, 
(Ph. D., thesis in D.C.P.R.I. library), pp. 118-119. |) 
6. Mankodi, K.L., The Hindu Iconography of the South Deccan, (Unpublished j- 
thesis in D.C.P.R.I. library), Poona, 1966, pp. 483-490. i= 


7. Ibid. 
8. Agrawala, V.S., Gupta Art, p. 8; (Both the goddesses are described as the 
attendant with a camara). Y 
9. The scene carved on both sides of the figure of colossal Varaha at Udaigiri 
which shows the descend of twin goddesses, it is a symbolic representation of 
Ganga and Yamuna. See, Agrawala, V.S., op. cit. p. 7; fig. 7. Further, we 
find the figure of Ganga on the gold coins of Samudragupta. See, Catalogue 
of the Gupta Gold Coins in Bayana Hoard, p. 60, and also on the coins of 
Kumāragupta I. J.N.S.I., XIV, p. 67. 
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depicted with dwarf features. Both the deities are facing front and 
wear the kirita-mukuta, ratna-kundala, keyuras, valayas and katimekhala. 
Their respective vahanas, i.e. makara and karma are visible under 
the feet of goddesses. The peculiar feature of these figures is that 
both of them hold a camara as mentioned in the Kumarasambhava 
of Kālidāsa. Ganga holds kalaša with her left hand and Yamuna 
with her right hand. Both are displayed under a decorated mandapa. 
The male attendant represented near the deities is most probably 
Bhairava with his vahana dog. 


In the Maribagh temple, Ganga and Yamuna are attended bya 
female attendant who holds a Chhatra (umbrella). Similarly, the 
figure carved on the dvāra-šākhās of the Saiva monastery at 
Chandrehe is noteworthy. Here,a few changes may be observed. 
For instance, both the goddesses are shown under a branch of tree.! 
On the left sakha, Yamuna is shown with a female attendant upon 
whose shoulder, she has placed one of her hands. A male figure is 
hanging from the branch of tree above the head of Yamuna. The 
male figure is in afjalihastamudra. The vahana, kürma is shown 
on the pitha. The figure of Ganga is depicted in the similar fashion 
but a female figure is visible near her who carries a ghata over her 
head. Both the figures are well carved and belong to circa 10th 
century A.D., confirmed by the inscription still in-situ. 


The images of Ganga and Yamunā carved on the dvāra-šākhās 
of Vaidyanatha temple differ from those of Chandrehe and Maribagh. 
Here, Yamuna has only one attendant. The attendant is shown with 
turned face and one of the hands of Yamuna is placed upon the 
shoulder of the attendant. Yamuna is in dvibhanga-posture. She 
holds a kalaša and wears a peculiar kirita-mukuta. Very close to her 


a male figure is visible in afijalihastamudra. The goddess is surmoun- 
ted by the nāga-hoods. 


On the right sakha, Ganga is depicted in similar fashion but 
she wears more ornaments and a female attendant is supporting her 


1. The concept of their derivation from Yaksinis (tree spirit), might have been 
displayed. See, Banerjea, J.N., op. cit., p. 354, pl. XV, fig. 4. 
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hand while Ganga is shown under a Chhatra. Remaining devotees 
and attendants are quite similar to the left sakha. 


Ganga and Yamuna displayed on the dvara-fakhas of the 
Virātešvara temple are well developed and they exhibit certain 
changes. Here, the number of the attendants is increased. Both 
the deities are shown with three attendants but the motive and the 
posture are the same. In addition to the female attendants who 
support the hand of the goddess, we find another female figure 
standing close to them very prominently shown. She is as fully 
ornamented as the major deities Ganga and Yamuna. She has also 
placed her hand upon the neck of the same female attendant who 
supports the hand of the goddess. The object held in other hand of 
this female is not visible. One more female devotee is shown near 
both the deities in afjalihasta-mudra. Both the goddesses wear ratna- 
kundala, valayas, keyuras, kativastra and a peculiar ngpura (like three 
rings). The figures are nicely sculptured. 


The images found at Khajuha and Marai are much similar to 
the above mentioned figures. The motif and the ornaments are the 
same except they are decreased in number of attendants. The 
frequent occurrence of the images of river goddesses Ganga and 
Yamuna in the Kalacuri monuments prove the deep interest of the 
people and their patron as well due to which the Kalacuri artists 
produced the images of other river goddesses too. For instance, an 
image of Narmadà may be mentioned in this context. 


Narmada 


The image is noticed by Banerji,! which is preserved in a reno- 
vated temple at Amarkantak.? The image is represented on a parna- 
vikasita-kamala. She has four hands out of which the upper right 
hand is broken but she holds an aksamālā with lower right hand, 
Whereas with upper left hand she holds a kamala with stalk, while in 


1. Banerji, op. cit., p. 59, pl. LII, fig.a. But Banerji has wrongly identified the 
objects. 


2. Our description is entirely based on the photographs given by Banerji. 
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lower left hand a kamandalu is held. She is well decorated with high 
jata-mukuta, ratna-kundala, haras, keyuras, valayas, katimekhala, 
kativastra, vajayanti and peculiar ornament like kadā in legs (identical 
with Ganga image in Virate$vara temple). Above the image on 
either side the Gandharva pairs are shown. On either side of the 
legs of the deity, a bearded rsi is shown in Gsana posture. Under 
the padmapitha (upon which the major deity is represented) a bearded 
rsi is shown in the afijalihasta-mudra, seated in padmāsana. He is 
attended by the camaradharinis. The whole šilāpatta is flanked by 
a separate round and sculptured stambha. On the base of the 
stambhas the figure of standing cāmaradhārinīs are shown. They are 
also attended by female attendants. On the top of both the staribhas; 
the Gandharva pairs are shown. These stambhas are supported by 
other sculptured Silapattas, where we find a female and male 
devotees on the right and two female devotees on the left. These 
stambhas are again flanked by the kudyastambhas which bear the 
figures of rsis with kamandalu, and other decorative animal figures. 
Banerji has placed this image in the later period of the Kalacuri 
rulers.! 


Jaina Iconography 


The Jaina images discovered in the Kalacuri territory are, most- 
ly, detached from the original monuments. However, the icons 
preserved in various museums throw sufficient light on Jaina icono- 
graphy of the Kalacuri period. 


The image of first tīrthankara Rsabhanātha is carved on the 
central projected bracket of the uttaravga of the Patiandai temple,” 
Rsabhanatha is represented in padmāsana on a mašūraka. His body 
is erect and appears to be motionless. The right hand is placed over 
the left hand with the palm upward on his lap. He is surmounted by 
a triangular chatra supported by the round kudyastambhikas. His 
latichana, i.e., vrsabha is sculptured on the pītha. This central bracket 


1. Our description is entirely based on the photographs given by Banerji. 


2. The temple is situated near the Satna-Uchehara road at a village called 
Pataura. 
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is flanked by a bracket which bears the figure of the 23rd tirthankara 
Pāršvanātha.! 


Another image of Rsabhanātha is preserved in the Ramban 
Museum (Satna) which exhibits the details of the parSvadevatas, viz. 
Yaksa and Yaksini alongwith other devotees. It seems that the 
sculptor has closely followed the textual prescriptions. The image 
measures 56x40 cms. in height and breadth respectively. The jina 
is represented in the similar fashion as mentioned above but here the 
Jina is attended by a cāmaradhārī, one on either side. At the extreme 
left corner, four ar med Yaksa Gomedha is sculptured but the objects 
held in his hands are indistinct. Yaksini Cakrešvarī is, most probably, 
shown on the right corner. She has four arms and rides upon her 
vahana Garuda sculptured in human form. One more seated female 
figure is visible close to Jina but unidentifiable. The pitha is supported 
by couchant sirihas. On the top the Gandharva figures are shown at 
the recessed corners. 


The image of sixteenth tīrthankara Šāntinātha is still in-situ, in 
a renovated shrine at village Bahuriband (Jabalpur district). It 
measures 3.76 metres in height and 1.7 metres in breadth. A detached 
chatra measuring 1.40 metres in diametre, is seen preserved in the 
same shrine behind the image. The image is in kayotasarga-mudra 
with Srivatsa symbol on the chest. His Lafichana deers are sculp- 
tured at the centre of the pitha and on either side couchant simha 
supports the pitha. The Jina is attended by a camaradhari displayed 
on either side. According to the texts, Raja Purusa Datta Isa 
cāmaradhārī.5 A kneeling male devotee, in afijalihastamudra, is shown 
on the left, while a female devotee on the right. The Gandharvas 
are represented on either side in usual posture. A beautiful prabha- 
vali is visible behind the head. On the pitha, there is an inscription 
which bears the name ofa donar, i.e., the sāmantādhipati Golhana- 
deva who hailed from the Rāshtrakūta race. According to the ins- 
cription, the image of Santinatha was installed by Mahabhoja (?) who 


1. See, the details in following pages. 
2. Bhattacharya, B.C., The Jain Iconography, 1939, p. 49. 
3. Ibid., p. 73. 
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was the son of a Sadhu (merchant) Sarvadhara. The inscription states 
that the temple was founded by Maghavanandi and the canopy over 
the image was built by Sūtradhāra Sresthi. The consecration cere- 
mony was performed by Subhadra of Dešigaņa. The inscription fur- 
ther mentions the name of the Kalacuri king Gayākarņa and hence 
dated circa 11-12th century A.D. 


An image of Nāminātha, the 21st tirthankara, is noticed 
by Banerji at Jabalpur? The Jina is shown on an embroidered 
mašūraka. The defaced figures of his Lafichana Nīlotpala is visible 
upon the mašūraka. Under the masuraka, kamala petals are beauti- 
fully carved. The Jina is seated in padmasana as usual in Yogamudra. 
The figure of a standing cāmaradhārī is represented on either side. 
Below the camaradhari a female devotee is shown in afijalihastamudra. 
The image is interesting one because it bears a panel of seated 
Navagrahas on its pitha. On either side of the panel, female devotees 
are shown. The Gandharva figures are represented on either side of 
a beautiful prabhavali behind the head of Jina. On the top elephants 
are represented in abhiseka. The Jina is beautifully carved with 
twisted usnis and elongated earlobes. The Srivatsa symbol is visible 
on his chest. 


The images of the 22nd tirthankara Neminatha are found from 
Rewa in a large number. Most of them are in the possession of 
Dhubela Museum. Mostly they are displayed in similar motif. An 
image measuring 65x55 cms. in length and breadth respectively de- 
serve descriptions. Here, the Jina is portrayed on the top of a tree 
below which Yaksa Gomedha and Yaksini Ambika are shown on an 
embroidered cushion, holding a baby on their lap. On either side 
kevalavrksa, i.e., Mahāveņu is visible near Jina. On the pītha of the 
image a panel of human figures is shown. From left to right—two 
men are shown in katyavalambita-mudra with a khadga. Three men 
are carrying an indistinct object. Two figures of animals probably a 


1. Mirashi, op. cit., I., p. 310. 

2. Banerjee, op. cit., p. 106, and also Sankalia, New Indian Antiquary, 1939, II, 
p.500. But the scholars have wrongly mentioned the name of Jina as 
Niminatha and Ajitanatha respectively. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Iconography 167 


Vrsabha and Mesa are shown in aggressive pose. The significance 
of these animals cannot be definitely mentioned here at present state 
of our knowledge. 


Mention may be made of another image of Neminātha, preserv- 
ed in same the museum. Here, the figures of Yaksa Gomedha and 
Yaksini Ambika are shown below the Jina but only Ambika holds a 
baby on her lap. The drapery and ornaments of Ambika are excellent 
and covers up to the heal. On the pitha six devotee are shown in añjali- 
hasta-mudra. The female figures are visible on the back of the Yaksa 
and Yaksini figures. The Jina is seated uner his kevala vrksa Mahā- 
venu as prescribed in the text.! Gandharva figures are shown on the 
top at recessed corners. 


The 23rd tirthankara Pāršvanātha is seen on the projected brac- 
kets of the uttaranga of the temple of Patiandai? He is represented 
in padmāsana under a semi-circular ornamented chatra flanked by a 
circular kudyastambhika. As usual, in the meditation his right hand 
is placed over the left on the lap with palm upwards. His Lafichana, 
i.e, a naga is shown on the pitha and the image is also surmounted 
by the serpent-hoods. 


The image of Pāršvanātha preserved in the Ramban Museum 
varies in the representation. It is shown in kayotsarga-mudra erect 
and motionless. It measures 1.49x.45 metres in height and breadth 
respectively. On either side, a figure of cāmaradhārinī is also visible 
(2). A seated female devotee, on either side, is shown near the tīr- 
thamkara. The right hand of Jina is broken but the left is preserved. 
A šrīvatsa symbol is also visible on the chest. On the top above the 
image Gandharvas are shown in usual fashion. 


Apart from the above mentioned images of the Jaina tirthamka- 
ras, Dhubela Museum possesses many sculptured šilāpattas which beat 
the nude sculptural figures of various firthamkaras. Some of them 
are profusely sculptured due to which it is difficult to identify all 
figures. They do not bear any Lafichana and simply they are shown 


1. Bhattacharpa, B.C., op. cit., p. 80. 


2. The Chauri-bearer should be a male known as Ajitaraja but here this figure 
seems to be a female. 
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in asana or kāyotsargamudrās. One of these Silapattas comes from 
Satna. It measures 55x25 cms. in length and breadth respectively. 
It is carved on the red sandstone. In the centre, we find an āsana 
tirthamkara but on both the sides, there are vertical panels where 
probably all the tirthamkaras are carved in kayotsarga-mudra, repre- 
sented one above the other. It is difficult to say whether all figures 
are of the same Jina, i.e., shown on the centre or these are all different 
tirthamkaras but they are twenty-four in number. 


The Kalacuri sculptors produced not only the images of various 
tirthamkaras but also the images of various šāsanadevīs and Yaksas. 
We have no means of ascertaining the causes of their appearance in 
the Jaina pantheon, but we may, however, say that these demi-gods 
do not represent purely Jaina elements but the form in which we find 
them is an outcome of mixture of ideas. The names of Yaksa and 
Yaksinis betray with those of the Hindu deities.! 


The representations of Ksetrapala on the base of the dvara- 
$akhas of Patiandai temple, with Ganga and Yamuna, represents the 
derived concept of Bhairava. The sculptural features, vahana dog, 
trisūla and Naga, all these are usual attributes of Bhairava. The 
names of many SGsanadevis are very much similar to those of the 
Hindu goddesses. A few of them may, however, be mentioned here. 


An image of a standing Ambika is discovered in the tem- 
ple of Patiāndai.* But it is removed from its original place 
and preserved in the Allahabad Museum.? It measures 1.53x.94 
metres in height and width respectively. This deity is shown with 
many figures of tīrtharnkaras and sasanadevis. It has four hands but 
all are broken. There is a perforated star-shaped prabhavali behind 
her head. On the back-slab, we find nine figures of Jinas on either 
side of the deity. Out of which the last two are shown side by side 
of the deity. Ten figures are shown above the head of the deity in 
two rows. The figures on the side rows bear their names on the 


-pitha. The character of the inscriptions indicate that these deities 


Bhattacharya, B.C., op. cit., p. 91. 
A.S.LW.C., 1903-4, pp. 108-109. 
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belong to circa 12th century A.D.! The figures on the first row are 
of Jinas whereas Neminātha is shown in the centre. His Lafichana, a 
Sankha is visible on the pītha. On either side of Neminātha, an image 
of a tirthamkara, in kāyotsarga-mudrā, is shown. A Jina figure on 
both the ends are visible in āsana-posture. The figures in the second 
row are labelled as follows, beginning from left to right; (1) Vāhurū- 
pini; (2) Chāmuņdā; (3) Sarasvatī; (4) Padmāvatī; (5) Vijaya; on the 
right, from the top; (1) Aparājitā; (2) Mahamunusi; (3) Anantamati; 
(4) Gāndhārī; (5) Mānusī; (6) Jālamālinī; (7) Mānusī; (8) Vajrasam- 
khalā; (9) Mānujā. On the left—(1) Jaya; (2) Anarmtamatī; (3) Vairotā; 
(4) Gawü; (5) Mahākālī; (6) Kali; (7) Pushadadhi; (8) Prajapati; (9) 
Vahini.2 However, the major female deity is the Yaksini. Ambika. 
The figure of Neminātha appears to be the prominent tirthamkara in 
the group of Jina figures, and there are twenty-three other yaksinis 
carved on three sides of Ambika. 


An interesting sculpture of Ambika, the $asanadevi of tirtham- 
kara Neminatha, was discovered from a village Antara situated close 
to the modern town of Shahdol (Madhya Pradesh). The deity is 
sculptured on a Sila@patta of buffsand-stone variety and meaures 
105x58x20 cms. The specimen is now preserved in Birla Museum at 
Bhopal. 


The yaksi is displayed on a double-petalled lotus-seat in lalitā- 
sana. Her younger son Priyankara is shown on her left lap (now 
damaged) and the right hand of goddess is broken. Subhankara, 
her elder son, has also been represented standing below on a lower 
pitha. He holds a mango fruit with his left hand whereas his right 
hand is raised. The face of Subhankara is badly mutilated. 

The deity wears usual jewellery like the kundala, hāras besides 
a three stringed-hāra which flows over her breasts, a long beaded 
string is suspended from it between the breasts up to the katimekhala 
and the ngpura. The ornaments like a series of bangles, valayas and 


1. Ibid., U.P. Shah has assigned the date of image to circa 9th century A.D., Seni 
Shah, U.P., Studies in Jaina Art, Banaras, 1955, p. 18. For the date of Patian- 
dai temple, see p. 75, f. n. 1 of this work. 

2. P.R.A.S.I.W.C., 1920, pp. 108-9. 
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the ring in her tarjanī are quite interesting. Her simple sari is 
flowing up to her ankles and an uttarīya is also hanging from her 
shoulders. 


'The prabhamandala of the goddess is beautifully adorned with 
the lotus-petals and her coiffure is nicely arranged in the Dhammila 
fashion embedded with flowers. Two famale attendants are attend- 
ing her. They hold a lotus-stalk but one of them is mutilated. 
Simha, the vahana of the goddess, is represented to the left under 
the pitha of Devi. 


The middle part of the parikara is adorned with the figures of 
rampant Vyalas which are projected from the round pillarets. They 
support another pitha, on either side, embossed with the chaitya 
designs. Two female devotees are shown seated above these pithas 
on the lotus-seat in anjalihasta-mudra. The space between the 
prabhamandala and devotees is filled up with scroll-work and the 
amra-guchchas. 


At the centre of the silapatta, just above the head of Ambika, 
the figure of Neminatha is shown in padmasana on a lotus seat who 
is dually attended by the attendants and shadowed by the chatra. 
This chatra is flanked by tiny figures of Gandharvas behind whom at 
the recessed corners, the bigger pairs of Gandharvas are exhibited. 


The figure of Ambika is partly damaged from her forehead to 
the tip of her nose but it is still in a good state of preservation. The 
execution and facial expression of the deity are perfect. The decorative 
scheme of entire stele determine the highest degree of excellency in 
plastic art achieved by the Kalacuri artists of circa 9th century A.D. 


Banerji has mentioned another image of Ambika discovered at 
Sohagpur.' But now it is removed from the original place. The 
deity is shown seated on a masSuraka in lalitāsanapose. Her right 
leg rests on the ground. She holds a bunch of mango with her 
right hand and a child on her left lap. The child also holds a mango 
with his left hand. The deity is shown under the amragachchas. Her 


1. Banerji, op. cit., p. 100; See pl. XVIII fig. D. 
2. Probably, the same image is preserved in the Dhubela Museum. 
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hair is beautifully combed towards the back and decorated with 
jewels. She wears the ratna-kundalas and other usual ornaments. 
Her garments i.e., the kativastra is well executed and covers up to the 
heels. The couchant simha supports the mašūraka. A seated devotee 
is shown on either side, at corners. Above these devotees, a male 
standing devotee on the right and a female on the left are shown. 
The Gandharva figures are visible on the top, at the recessed corners. 
Above the head of the Yaksini figure, a seated Jina figurine is 
represented but the Lafichana is not clearly visible. He is attended 
by the counhant simhas. Above the smaller figurine of Jina another 
seated figure of Jina is shown but unfortunately it is broken. His 
Lafichana, a Sankha, is visible on the pitha. Apparently, this is the 
image of Neminātha. He is attended by a male figure with a camara. 
On the right a nude figure of Jina is shown in kayotsarga-mudra. 


From the same place of Sohagpur another Yaksini figure of 
Padmāvati was discovered.! The figure of Parsvanatha in padmasana 
is shown above her head, who is surmounted by the Nāga-hoods. 
The Yaksiņī is also canopied by the Nāga-hoods. The Yaksiņī is 
common to both the sects, viz. the Svetambara and Digambara. 
According to the Svetambara view, Padmavati should be shown riding 
on a naga or cock with a kamala, pasa, fruit and atkuša. She is 
described in different contexts with four, six, eight and even twenty- 
four hands. But here she has twelve hands. The objects held in her 
left hands are—(1) a dhanu; (2) atkuša; (3) pasa; (4) danda; (5) padma: 
and the 6th hand is broken. The objects held in her right hands are, 
(1) a cakra; (2) vajra; (3) parašu; (4) asi (sword); (5) sara arrow; and 
the sixth one is in varada-mudra.2 On either side of the pitha, at 
recessed corners, many seated devotees in afijalihastamudra are shown 
but they are quite defaced. 


A sculptured šilāpatta, fixed on the wall of a modern shrine in 
Balasagar tank at Tewar village, is noticed, which measures 76x50 cms. 


1. For the detailed features, see, Bhattacharya, op. cit., p. 114. Banerji has not 
identified this deity. 

2. Banerji, in the place of left hands, has mentioned right hands. See, Banerji, 
op. cit., p. 100. : 
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in length and breadth respectively. It bears three seated Jaina 
female deities alongwith an inscription on the pītha.* On the centre, 
the figure of Padmavati is shown with four hands. She is represented 
in padmasana and surmounted by the Naga-hoods. With upper two 
hands she holds a kamala and with lower left hand she holds a kalaša, 
whereas the remaining right hand is in abhaya-mudra. Here the 
objects held in the hands of Yaksini differ from the texts.” The other 
figures of devīs are shown on either side of Padmavati, in separate 
panels, are in lalitāsana posture. They are seated on three tiered 
round ma$graka. The objects held in the hands of left deity are an 
ankuía and padma in upper two hands, while with lower left hand 
she holds a kalasa and the right one is in abhayamudra. 


The deity shown on the right panel holds a naga and kamala 
with upper two hands. The lower hands are similar to those of 
other two deities. All three devis are well ornamented with the 
kirita-mukuta, kundala, haras, valayas, kativastra and nupuras. The 
upper part of the Silapatta is decorated with the kīrtimukhas and 
other decorative motifs. The lower part is also decorated with the 
latakarma and puspa-karmas. Under the decorated panel, it bears 
an inscription as Sri Viranandi-acaryena pratima ryà (?) karapita. 


Buddhist Iconography 


Only a few Buddhist images are found in the Kalacuri territory. 
The images of Buddha, in padmāsana, are invariably shown among 
one ofthe dasavataras of Visnu. No stray image of Buddha has 
come to light so far, nevertheless, the images of Bodhisattvas and 


female divinities are found from Tewar and Gopalpur villages situa- 
ted near Bheraghat.? 


The image of Bodhisattva Avalokite$vara is found at Tewar 
which bears an inscription on its pitha. It is shown under a 


1. Dikshit, M.G., op. cit., pl. VIII, b. 

2. Bhattacharya, B.C., op. cit., pp. 144-45. 

3. Banerji, op. cit., pp. 93-94, and also Mirashi, Kalacuri Nrpati Ani Tyafica Kāla, 
(Marathi), p. 81; figures 9-10. According to Mirashi many Bodhisattva figures 
were discovered but author could not tracee the place of their preservation. 
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cinque-foil arch in vajraparyanka-posture. His hands are in dharma- 
cakramudrā. But the images of dhyānī Buddhas are not shown 
upon his head dress. Two figures of Buddhas, i.e., Vairocana, in 
dharmacakramudrā on the left and Amoghasiddhi in abhayamudra on 
the right, on both the ends of cinque-foil, are depicted. The figure 
of a male cāmaradhārī, in standing posture, is shown on either side 
of Bodhisattva. On the top at the corners a Gandharva figure is 
shown on either side. Bodhisattva is seated upon a kamala. Under 
the seat of Bodhisattva, a cakra is shown flanked by couchant deer. 
Behind the deer a seated male figure is visible but defaced. Bodhi- 
satttva wears kirīta-mukta, kundalas, hāras (the bigger hara contains 
five bigger beads in the centre), keyūras, valayas and nūpuras. The 
inscriptions engraved on the pitha informs us that the image was 
produced under the patronage of a nun named Dhenuva who belonged 
to the Mahayana school. The name of donor is also mentioned in 
inscription, i.e., Mahāsāmantādhipati Jitadamana, who wasa sadhu 
(merchant). Palaeographically, this image may be placed in circa 
llth century A.D. 


TARA 


Tara holds the same position in Buddhism which Durga 
occupies in Brahmanism. Tara is depicted as the counter part of 
Avalokitešvara like Parvati with Siva. 


Scholars differ about the original home of Tara and her cult. 
Hiranand Shastri suggested that the deity had its Buddhist origin and 
might have been orignated near Ladakha,* whence she was introduced 
to India via Nepal. But Dhavalikar* has opposed the view and 
after examining the literary aud archaeological evidences, he has 
advanced the view that Tara was originally a Hindu deity and later 
on Buddhist borrowed her. Thus, he opines that Tara was origina- 
ted in western India and thence spread to other parts of India and 


1. Ibid. 
2. Shastri, Hiranand, M.A.S.I., 20, pp. 14, 23. 
3. Dhavalikar, M.K., Bulletin Deccan College Post-graduate and Research Institute 


Vol. XXIV, 1963-64. ‘The Origin of Tara’, pp. 15-20. 
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beyond the frontiers as well. She was the deity of navigation and 
was given importance by merchants in due course in India. 


The earliest representations of Tara may be those in the cave 
temples at Ajanta, Ellora, and Kanheri! The ascribable date of 
which may be circa 6th century A.D. 

The image of Tara, found at Gopalpur, is of Sītā-Tārā (the 
first form of Tara). Here Tara is represented in lalitasana-posture. 
Her right leg is damaged and rests upon a vikasita-kamala (?). 


Her right hand is in varada-mudrà, while with left hand she 
holds a stem of a vikasita-kamala. She is well ornamented with the 
mukuta, rain akundala, hāras, keyūras, valayas (with many bangles), 
katimekhala, kativastra (which covers upto the heels) and nūpuras. 
The seating posture of the deity is quite identical with that of an 
image preserved in the Patna Museum? But, here deity has lost her 
attendants and other subsidiary figures. 


Though, the sculptural specimens are a few in the region but 
Buddhism was also favoured by the people. We find that the 
Buddhist text, the Astasāhasrkāprgyatipārmitā was copied by a 
Mahayana nun Māmakā and was donated to the monks at Banaras 
Mahābodhivihāra. 


1. This image is mentioned by Mirashi, our descriptions are based upon the photo- 
graph given by him. 

2. There are five Tārās, viz. Sitā-Tārā, (2) Syāmā-Tārā, Bhrikutī-Tārā, (3) Khadi- 
ravarņī-Tārā; or Vajra-Tārā; (4) Ekajata or Ugra-Tārā; (5) Kurukullà or red- 
Tārā, see for details, Sastri, H., op. cit. p. 25-27. 

3. Sastri, H., op. cit., pl. III, fig. C. 
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EPIGRAPHY 


The Kalacuris of Tripuri came into prominence in circa 7th : 
century A.D. But their epigrapic records are known only after circa {ie 
8th century A.D. The earliest record of this branch is that of San- || 
karagana I which was discovered at Sagar.! From Sankaragana I to | 
the decline of this dynasty, we have forty-two inscriptions of various lā 
kings.* Most of the records are donative, while some of them contain 
the eulogy of the kings as well as the genealogies of the Saiva Ācāryas. 
The available epigraphic records are discussed under the following 
major heads :— 


A. Material, 1 

B. Size-Measurements in the case of Copper or Brass- 
plates, 

C. Script, |) 

D. Era, ti 

E. Subject Matter, T 

F. Emblem, seals etc. 


A. MATERIAL 


Stone is the common material for the Kalacuri records. It was 
easily available from the neighbouring regions in various shades like 
pink, buff, grey etc. The easy availability of stone is responsible for 
its constant use from the rise of the Kalacuri power to the decline of 


1. Mirashi, V.V., Carpus Inscriptionum Indicarum, IV, pt. I, no. 35. 

2. Gokhale, S., Studies in the Historical and Cultural Geography and Ethnography 
of Madhya Pradesh, (Ph. D. thesis in D. C. Library), 1960, p. 13 and the last 
inscription was recently discovered from a village-Jhulapur Mandla district 
(M..P.) 
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this dynasty. Not only the Kalacuri kings but also the contemporary 
rulers like the Candellas, Paramāras, Rāshtrakūtas etc. utilised stone 
for their epigraphic records. 


The illustrious king Karna seems to be the first ruler who issued 
copper-plates from the Kalacuri house of Tripuri." Though, copper- 
plates were already prevalent in northern India right from the Gupta 
period? 


Karna might have issued brass-plates also but only one grant is 
discovered so far at Banaras.? Afterwards the use of copper and stone 
was simultenously in vogue for the royal grants till the fall of the 
Kalacuri dynasty. : 


B. SIZE—MEASUREMENTS IN THE CASE OF COPPER OR BRASS-PLATES 


The size of the copper and brassplates seems to be uniform in 
the early part of Karna’s reign which indicates that the subject matters 
were the same with limited appreciations of the donors for a consi- 
derable period. But in later part of his reign the size of all the plates 
was considerably enlarged in length and breadth.* It shows that the 
subject matters were increased and they started mentioning the my- 
thical genealogies and military exploits. YaSahkarna, the son and 
successor of Laksmikarna too enlarged the size of the plates.” Most 
probably, during his reign the power of the Kalacuris was at the 
zenith. Ya$ahkarna maintained the prestige of his father. After- 
wards, they started adding the pedigree and genealogies of the Amat- 
yas and gradully the engravers, composers also took advantage to 
mention their pedigrees. Naturally, the size of the plates increased. 
In fact, two copper-plates were issued at one time which are found 
attached with a ring alongwith a royal seal. 


— 


. Mirashi, op. cit., no. 50. 

2. Konow, S., Kharoshthi Inscriptions, pp. 4, 23, 138 and also Sankalia, A.G., 
p. 169. 

. Mirashi, op. cit., no. 48. 

. Jbid., and f. n. 3; no. 54. 

5. Mirashi, op. cit., nos. 56, 57. 
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The use of double copper-plates and the enlargements of their 
size indicate towards the consciousness of keeping historical records, 
therefore, high officials also availed the opportunity to record their 
pedigrees. Apart from the above mentioned reasons, the bulk was 
increased due to high sounding titles like Paramešvara, Parama- 
bhattaraka, Maharajadhiraja etc. which is supposed to be one of the 
reasons of the enlargements of YaSahkarna’s grants. 


During the weak reign of Jayasimhadeva, the Kalacuri power 
was shaken and they lost the major parts of their territory. Thus, 
they did not boast much in their records, automatically, the subject 
matter was less and the size was also decreased. But the tendency 
of double copper-plates was still in vogue. The decline of the 
Kalacuris may, however, be inferred from the gradual reduction of 
the sizes of the plates issued by the later Kalacuri kings? But the 
high pedigrees of the Āmātyas and Saiva Ācāryas were still mention- 
ed? In many records the Ārnātyas and Acaryas are more eulogised 
than the actual donors. But, for a considerable period the size was 
equal i.e., neither increased nor decreased from those of the pre- 
decessors. 


The record which belongs to the king Vijayasimha is approxi- 
mately equal in size to those of the Karna but it slightly differs in 
breadth. In order to have a clear idea of the measurements, we may 
compare the available records which are approximately divided into 
following groups. 


Group Size No.4 
I 40.6 x28.6 cms.......... 48 
39.9 x 28.6 cms.......... 50 
39.6x23 cms.......... 68 


1. Mirashi, op. cit, nos. 63, 65. 

2. Itis approximately equal to the plates of Jayasimhadeva so far as its breadth 
is concerned. 

3. Mirashi, op. cit., nos. 63, 65. 

4. These numbers are mentioned in the C.7.7., IV, pt. I, 1955. 
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II 449x31 cms.......... 54 
47.9 X34.7 cms.......... 55 
282392 NE CIS... 57 
III BEXW4SrCmSs.........- 63 
II RPIL cms.......... 65 
C. SCRIPT 


The script of the Kalacuri records begins with the proto-Nāgarī 
alphabets’ but gradually it developed and we find that during 
mediaeval period all the Kalacuri records were composed in the 
northern Nagari alphabets but the language remained Sanskrit. 


D. ERA 


The records assigned to the Kalacuris have always mentioned an 
era, known as the Kalacuri Cedi Era.? There were divergent views 
as to the origin of it and exact date of its commencement. Mirashi* 
has discussed the problem in detail but a brief discussion on the 
subject here, will be essential to get the clear idea of it. 


Burgess* said that it was the Gupta era and the Traikütakas, 
like the Valabhi Senàpatis, might have continued it on assuming in- 
dependence. Hall opined that it was unspecified era which was used 
by the Kalacuris in circa 250 A.D.5 Cunningham? called it ‘Cedi- 
Samvatsara’ and said that it began in 249 A.D. According to Kiel- 
horn’ Cedi era commenced on Avin sudi, I (Corresponding to the 5th 
September 248 A.D.). Since he said, it was generally accepted by 
scholars. But none of these views of the earlier scholars seem to have 
much weight, hence, fresh light has been thrown on the subject. A 
few of the opinions are discussed here. 


1. Mirashi, op. cit., no. 48. 

2. Only two records have been discovered so far which mention Vikrama-Sarvat, 
See, Mirashi, op. cit., nos. 62, 68. 

3. Mirashi, op. cit., ‘Introduction’. 

4. Dr. Burgess observed in a note on Bhagwanlal's article on the dating of the 
Kumbhi and Kanheri plates. 

5. Ibid.: 

. Cunningham, A., A.S.J. VII, p. VII. (Introduction). 

7. Mirashi, op. cit., pp. V-VII. 


a 
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R.C. Majumdar! suggested that the dates ranging from 72-136 
mentioned in the inscriptions of the northern Satraps must be refer- 
red to Saka era, beginning in 78 A.D. and hence, the Kusāņa king 
Kaniska was the founder of this era. He referred to the view of 
Rapson which was entirely based on the numismatic evidence, i.e., 
the Ksatrapa coinage. But the above view is objected as there is no 
evidence of the Kusāņa establishment in south, as a rival dynasty 
which curtailed the power of the western Ksatrapas. R.B. Hiralal 
opined that this era owed its origin from the Traikütakas, but he 
identified them with the Kalacuris; the residents of Traiküta (three 
peaks Vindhyan mountain), viz., Amarakita (Amarakantak), Salakuta 
(Saletekri) in the Balaghat district and Mohtur (Madhuküta) in 
Chhindwara district? But the fact that al] the early dates of era are 
found in Western India-in southern Gujarat and Western Maharashtra 
is fatal to Hiralal's theory. 


K.P. Jaiswal? puts forward the view that the Kalacuri era was 
started by the Vākātaka king Vindhyašakti after the down fall {of the 
Sātavāhanas, but the Vākātakas never used this era in their records 
which disprove Jaiswal's theory. 


Sankalia mentions that the Traikütaka kings Dahrasena and 
his successor, mention an era in their records *which might have been 
founded by them, and which is known later as the Cedi or Kalacuri”.* 


Thus we have seen that there is no unanimous view among the 
scholars on the subject and hence it is practically difficult to arrive 
at definite conclusion. But Mirashi has given a new interpretation 
to it and this may be summarised here as: He made a meticulous 
comparision of the five early and later dates mentioned in the records, 
and hence, he suggested that the Cedi era falls into two groups, i.e., 
I, from the commencement down to the year 490 which comes from 
Gujarat and Maharashtra and II, from the year 722—969, comes from 
Vindhya Pradesh, Uttar Pradesh, Madhya Pradesh including Chhat- 


Majumdar, R. C., J.D.L., Vol. 1. pp. 65. ff. 
. Hiralal, R. B., A.B.O.R.J. 1X, pp. 281 ff. 
. Jaiswal, K. P., History of India, 1933, p. III. 
. Sankalia, A.G., p. 174, and p. 12, f. n. 3. 
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tisagarh where this era was introduced with extension of the Kalacuri 
power. He further suggested that the second group yields unsatis- 
factory results, i.e., K.C.E. 247-248 A.D., whereas the first group 
yields satisfactory results, i.e., K.C.E. 248-249 A.D. In both the 
groups the month was Kārttika sudi I, but in the earlier group months 
were amāntā, while in the later group the months were pūrnimānta. 
Thus finally he confirmed the date of commencement of the Kalacuri 
Cedi era; on the amānta Kārtika-sudi : I (the 25th September) in 
249 A.D.! 


'The Kalacuri Cedi era was current down to circa 13th century 
A.D. The major portion of southern Kalacuri region of India 
stretching from eastern boundary of Balaghat, Bhandara and Chanda 
districts in the west to that of the Raigarh district in the east and 
from the Narmada river in the north to the northern part of the 
Bastar district in the south.? From the period of Yašahkarņa we find 
the use of Vikrama-Samvat, in fact which replaced the Cedi—era 
during the later period and became current with the fall ofthe 
Kalacuris, which was already current in the territories of the contem- 
porary rulers like the Candellas, Paramáras, Gahadavalas etc. 


E. SUBJECT MATTER AND STYLE 


Most of the Kalacuri records deal with donations of the villages, 
land—grants to the temples, monasteries and Brāhmaņas, whereas 
some of them record the religious acts performed by the donor, i.e., 
the construction of temples, monasteries, vahā, and installations of 
religious deities. Sometimes, these records mention the military 
exploites of the kings whereas a few of them give the mythical 
genealogy of the kings or spiritual genealogy of the Saiva-Acaryas 
We find some records which inform us about the origin or the 
genealogy of certain high officials like Amatyas etc. In some cases a 
big eulogy of the rulers is also found. Mention may be made of 


1. Mirashi, op. cit., pp. XI-XII. 

2. Mirashi, op. cit., p. XXVIII, ff, N. L,for the details of the era which was 
encroched by the current Vikrama era in the adjoining country of the 
Candellas, Gāhadavālas, Paramāras. See, nos. 67, 68 and Mirashi, op. cit., 
pp. XXVII-XXVIII. 
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available records where the feudatories are often mentioned as 
maharanaka or mahasamantadhipati. 


As regards the subject matter these inscriptions could be divided 
into the following heads:— 


I. Donative, 


II. Military exploits and Charters, 
IIT. Eulogistic-cum-donative. 


I. Donative 


The majority of the inscriptions belong to this group, the 
religious deeds of donors, as mentioned above, are the major matter 
of such records. Sometimes, the particular donations of the lands 
for the settlement of the Brahmanas have also been mentioned. 


II. Military Exploits and Charters 


These records mention the military exploits of the Kalacuri 
rulers like Karna, Yasahkarna etc. In fact, the donors are eulogized 
in high sounding titles like Paramešvara, Mahārājādhirāja, Parama- 
bhattaraka, Trikalingadhipati, Hayapati-Narapati etc. The kings are 
related to high mythical genealogy with moon and sun and also with 
various gods. A few records inform us aboutthe heroes who had 
lost their lives in the battle-field but these records are very few. 
Mention may be made of some of the charters which were issued by 
the royal courts to enumerate the taxes or donations. But these 
records are also very rare. 


OPENING AND CLOSING 


The majority of the records open with a symbol of ‘Siddhil’ 
or ‘Siddham’ sometimes *Siddhih-namalr. After the use of this 
particular symbol, the incriptions start with a stock phraseology 
*Om-namah-sivaya! or ‘Ow-nanav. Some of the inscriptions start 
with the devotional verses in praise of various goddesses, like; Visnu, 
Siva, Ganapati, Laksmi, Jagadamba, Ambika and Bhāratī etc. At 
one place the Buddhist god of learning named Manjughosa has also 
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been praised. Subsequently, the Brāhmaņas are also praised as 
Purushottama and Trayambaka. The benedictive and imprecatory 
verses are also used in many inscriptions where the eulogy of the 
kings, prasastikaras, and Acáryas are mentioned. 


The closing formula is not clear but in some of the grants the 
signature of the donor (specially on the copper-plates) are found. 
Sometimes the symbol svastika is found at the end. But in most 
of the grants the name of the geographical areas, the dates of dona- 
tions are mentioned at the end. The name and the pedigree of the 
composer or the engraver are also mentioned alongwith the dates of 
the prašastis at the end. 


III. Eulogistic-cum-Donative 


The eulogistic inscriptions are of two types, (a) Eulogy of the 
kings and Acaryas, written by their feudatories or followers, (b) Self 
praising inscriptions set up by the donors or Acaryas. 

As stated above, the Kalacuri inscriptions record the conations 
of the land to the monasteries, temples and the Brahmanas, some- 
times, we find that a number of villages has also been donated which 
were merely for the maintenance of the monasteries or the Brahmanas. 
In those inscriptions the Ācāryas or the donors (kings) have included 
the geneology of Acaryas and the achievements respectively. It 
appears that the kings took advantage of their donatory inscriptions 
in making use of them as a medium to advertise their own victories 
and glories. Even the composers, the purohitas and the engravers 
did not leave the opportunity of glorifying themselves. The 
composers started mentioning their high prestige in imperial courts. 
This was only to show their royal services and claim of descent from 
the noble families, end respect given to them in the imperial courts 
and also their heirs and disciples. 


F. EMBLEMS AND SEALS ETC. 


Almost all the copper-plates of the Kalacuris were attached with 
a bell-shaped seal but all the seals are not available. Those which 


1. Mirashi, op. cit., p. 346, no. 67. 
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are available intact with the proper grants bear the particular emblem. 
On the plain circular relief encircled by the round beads, the figure of 
Gaja-Laksmi, flanked by the gajas, pouring water over her head from 
a ghata held in their trunk. Laksmi has four hands and holds a 
kamala with upper two hands, while lower hands rest upon the knees. 
She wears a ratna-mukuta. A couchant Nandi, the respective mound 
of Siva, is shown between two incense pots.! This figure of Nandi is 
sculptured under the seat of Gaja-Laksmi. Nandi is always represen- 
ted facing to the proper right. The name of the king is generally 
engraved between the figures of Nandi and Laksmi. But in some 
cases, it is engraved at the pitha, i.e., under the figure of Nandi. For 
instance, the name YaSahkarna and Jayasimhadeva are engraved 
under the Nandi, as ‘Srimad- Yasahkarnadeval? and Srimajjayasim- 
hadeval”.* Mention may be made of the name of Karna which is 


engraved accrossing the centre, as ‘Srimatkarinadevah’* and Karana- 
deva.? 


The seals issued by the illustrious king Karna measure 7.6 cms. 
and a few of them measure 8.9 cms. in diametre. But the seal issued 
by Jayasirnhadeva measures 7.4 cms. in diametre. It is preserved in 
the Nagpur Museum. 


Numismatics 


The history of the coinage of the Kalacuris goes back to the 
king Krsnaraja of the original house. The general characteristics of 
the Kalacuri coins, though they differ in details, are similar to those 
of the Ksatrapas, and the Guptas. They bear following features:— 


Obverse : Head of the king with mustaches to the right without 
any date. 


1. Mirashi, op. cit., nos. 48; f. N. I; 50, 54 and Katare, S.L., J.B.R.S., XLI, 1955, 
p. 162. 

- Mirashi, op. cit., p. 289, no. 56. 

Katare, Ibid. 

Mirashi, op. cit., p. 252, no. 50. 

Ibid., p. 236. 

Katare, op. cit., pp. 162-63. 


AARON 
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Reverse : Inside a circle of dots along the edge, the legend 
Parama-Māhešvara pādānudhyāta-Srī-Krsnarāja. 

The coins of Krsņarāja had a wide circulation, i.e., from 
Rajputana in the north to the Maharashtra in the south and from 
Konkan in the west to Vidarbha in the east! They continued long 
after the time of Krsnaraja. The silver coins of Ksatrapas which 
were struck to the same weight and standard as the coins of 
Krsnaraja were called Kārshāpaņas and in due course, they were 
denominated as rūpakas. To distinguish the coins of Krsņarāja from 
the current rūpakas of the Ksatrapas, which were in genereal circula- 
tion were called Krsnaraja-rupakas.* 

The numismatic activities of the Kalacuris of Tripuri seem to 
have started from the reign of the illustrious king Gāngeyadeva. So 
far, no coins belonging to his predecessors or his successors have been 
discovered. It may be due to the fact that the rulers prior to him 
were too busy in consolidating their empire. It was Gangeyadeva 
who consolidated the house of the Kalacuris on a firm basis. Under 
him the Kalacuri empire reached its zenith. After securing its 
frontiers, Gangeyadeva might have realised the need for coinage, and 
hence he issued various varieties of the coins in all the metals, i.e., 
the gold (Gaja-Laksmi type of coins), silver and copper. A few gold 
coins of Gangeyadeva, different in fabric, have been assigned to his 
son Karna but the matter is still a conjecture.? | 


Princep,* who first published the coins of Gāngeyadeva, read 
the legend on the obverse as Srīmad-Jādjeyadeva and on the reverse 
he described as “a rudely executed front of a male or female seated 
in native fashion with a glory round the head and some incomprehen- 
sible objects in the hands". Afterwards, Thomas? read the legend 
correctly but he could not identify the king. Cunningham described 
the coins of Gangeyadeva in all the metals gold, silver and copper. 


1. Mirashi, op. cit., p. CLXXXII. (Introd.). 


2. Ibid. 
3. J.4.S.B., 1912, p.123, pL. VI. These coins were discovered at a village Isunpur 


in tehsil Rehli of the Sagar district. 
4. J.A.S., IV, 1835, pl.L. No. 1. 
5. Mirashi, op.cit., p. CLXXXII. 
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He identified the king Gangeyadeva of Dahala-mandala and the figure 
of goddess Parvati on the reverse) Later on, these coins were 
described by Rapson and Smith.? These coins bear the following 
fabric. 


Size : .7” diametre. 

Obverse: Inside a circle of dots, the legend in Nāgarī characters 
in three lines, i.e., I (Sri-mad)-G (a)-II, ng&yade-III (va). 

Reverse: Inside a circle of dots the figure of four armed Laksmi, 


nimbate, sitting cross-legged with lotuses in her upper 
two hands. 


The epigraphic and literary sources prove that the golden coins. 
were known as takas and also the gadyanakas? The standard 
weight of the takas was generally 61-62 grains but a few of them are 
also known of 65 grains. These gadyānakas were current in north as. 
well as south. But the standard weight of gadyanakas was 48 ratis.* 
Mirashi® opines that the largest gold coins of the Gahadavalas weigh, 
52-68 grains, and hence they should be considered as the gadyānakas. 
He put forward that large gold coins of Gāngeyadeva may be the. 
proto-type of the Gāhadavālas coins which were known as gadyanakas. 


Smaller denomination of half, quarter and one-eighth tarikā or 
gadyanaka, struck by Gāngeyadeva are also known. The half-tanka 
was popular in the name of dharana.’ But the lower denominations. 
are not found. 


The gold tankās of Gāngeyadeva are frequently met in the: 
southern and eastern districts of Uttar Pradesh and some of them are 


— 


« Cunningham, A., A.S.I., X, p.25, pl.X. 


2. Rapson, Indian Coins, 1897, p.33. 

3. Smith, V.A., J.A.S.B., LXVI, 1897, pp. 305-306 and also Catalogue of Coins in 
the Indian Museum 1906, pp.251 ff. 

4. Mirashi, op.cit., p. CLXXXIII. 

5. Ibid. 

6. Ibid. 

7. Ibid. 
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found in Madhya Pradesh. The quarter tartkās are also found but 
the half and one-eighth tartkās are rare. 


The silver coins struck to the weight standard of Attic drachma, 
ie., 67.5 grains were called drammas but they rarely reach that 
standard. The discovery of silver coins is very rare. Smith! opines 
that all pieces which seem at first sight to be silver were perhaps 
regarded officially as gold 


The Siyadoni inscription informs us about the drammardha, 
apparently half-dramma, likewise the same inscription mentions the 
patichiyaka-dramma, most probably, it was quarter-dramrma, because 
it was equal in value to five vimsopakas.2 The dramārtribhāga, 
mentioned in the said inscription might be a three guarter-dramma. 


The copper coins were known as panas. The panas are mentioned 
in the Kaman Stone Inscription alongwith the drammas. The standard 
weight of the pana was a kārshā or 80 ratis (—146-4 grains) but the 
copper coins of Gangeyadeva do not weigh more than 60 grains. 
Mirashit has suggested that they might be half panas. The lower 
denominations are wanting. 


The different varieties of coins, in all the possible metals as 
well as the legends and symbols on it, throw considerable light on 
the socio-religious and economic conditions of the people. The coins 
of Gangeyadeva stand for the high prosperous condition attained by 
the period. It is further attested by the representations of goddess 
Laksmī (the goddess of wealth) Though, he was a staunch Saiva 
his inclination to the Saiva faith did not, in any way, compel him to 
neglect other sects. As no ruler before or after him of Tripuri house 
had issued any coins, it proves that under Gangeyadeva the Kalacuri 
empire reached at the zenith. 


. Mirashi, op. cit..p. CLXXXIII. 

. Ibid. and also, J.A.S.B., LXVI, 1897, pt. I.. p. 306. 
Ibid. 

Ibid. 


sene 
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The coins of Gāngeyadeva left a long legacy in the history of 
mediaeval Indian coinage. It was imitated by the contemporary 
rulers like the Candellas, Gahadavalas, and Tomaras etc. It was 


also introduced by the king of Kashmir named Sri Harsha (1089- 
1101 A.D.)." 


1. Mirashi, op. cit., see Numismatic Chronicle, 1937 pl. XXXV, No. 7. 
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CONCLUSION 


The foregoing pages give a detailed account of works of art and 
architecture that have come into being due to the Kalacuri patronage. 
Parallels with earlier and contemporary works of art have been cited 
as and when necessary. It is quite obvious that the Kalacuris 
espoused art and culture but a closer examination reveals that their 
works were essentially a continuation of the rich art tradition of 
Central India. Especially, the temples of the Nāgara style exhibit 
this common origin in a most convincing manner. It goes to the 
credit of the Kalacuris that although they were treading already 
beaten paths, they were not averse to accepting innovations and 
new fashions. The temples of Virātešvara (Sohagpur), Marai (Marai) 
and the so called Karnamatha (Amarkantak) have been modelled 
after the Candella examples. New ideas certainly have their value 
in the field of creative art but keeping a rich tradition alive is also a 
responsibility. The Kalacuris just did that. 
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Markandeya-Purana 


Vayu-Purana 


Brhat-Samhita 


Aparājitaprechā 


Samaranganasutradhara 


Prasada-Mandana 


Diparnava 


BIBLIOGRAPHY 


PURANA 


Paris, Imprimerie Nationale M. DCCC 
LXXXIV. 


Venkateshwara Press, Bombay 1815. 


Ed. K. N. Banerji, Bishops College Press, 
Calcutta, 1855-62. 


Ed. Rajendralal Mitra, J.4.S.B., Calcutta, 
1880. 


SILPASASTRAS 


Šilpašāstras Asiatic Society of Bengal, Cal- 
cutta, 1865. 

by Bhuvanadeva, Ed., P. A. Mankad, 
Gaikwad's Oriental Series, No. CXV, Baroda 
1950. 


by Bhoja, Ed., T. Ganapati Sastri, 2 Vols., 
Gaikwad's Oriental Series, Baroda, 1924- 
1925. 

by Sütradhara-Mandana, Ed. and translated 
by Pandit Bhagawandas Jain, Pub. B. S. 
Sharma, Jaipur, 1963. 


by Visvakarmā, Ed. and translated by 
Prabhashankar Oghadabhai Sompura, Pub. 
Yashawantarai Prabhashankar Somapura 
and Brothers, Ahmadabad, 1960. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


190 Art and Architecture of the Kalacuris 


MODERN WORKS 


Acharya, P. K. Architecture of Mānasāra, translated from 
original Sanskrit Pub. the Oxford Univer- 
sity Press, London, New York, Bombay etc. 
1933. 

Manasara, An Encyclopaedia of Hindu 
Architecture, Vol. VII, Pub. London, Bombay 
Calcutia, etc.1946. 


Agrawala, V. S., Gupta Art, U.P. Historical Society, Lucknow 
1948. ‘A Catalogue of the Brahmanical 
Images in Mathura Art’, J.U.P.H.S. XXII, 
pts. 1-2, Lucknow, 1949. 
‘Kirti, Kirtimukha, and Kirtistambha’ Vak 
Vol. V. Deccan College, Poona, 1957 and 
K Bhāratī, I, No. I, Bulletin of the College of 
d xcu Indology, Banaras Hindu University, 
Banaras, 1956-57. 
Studies in Indian Art, Vishwavidyalaya Pra- 
kashan, Bhairavanath, Varanasi, 1965. 


Awasthi, R., Khajuraho Ki | Devapratimayen (Hindi), 
Oriental Publishing House Agra, 1967. 
Banerji, R. D., ‘Basrelief of Badami', M.4.S.7., 1. Calcutta, 
1919. 
‘The Temple of Siva at Bhumara', M.A.S.I., 
16, Calcutta, 1924. 
*Haihyas of Tripuri and Their Monuments', 
M.A.S.I., 23, Calcutta 1931. 


Eastern School of Mediaeval Sculptures, 
Delhi, 1933. 


Banerjea, J. N., The Development of Hindu Iconography, 
University of Calcutta, 1956. 
*Sürya' (Adityas and the Navagrahas). J./.S. 
O.A., Vol. XVI, Ed. Abanindranath Tagore, 
Stella Kramrisch, Calcutta, 1948. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Bibliography 
Bhandarkar, R. G., 


Bhattacharya, B., 


Bhattacharya, B. C., 


Bhattasali, N. K., 


Bidyabinod, B.B., 


Bose, N. S., 


Brown, P., 


Chapekar, B. N., 


Chaturvedi, N., 


Coomaraswamy, A. K., 


Das Gupta, C.C.. 


Deva, K., 


191 


Vaisavism, Saivism and Minor Religious 
System, Strassburg, 1913. 


The Indian Buddhist Iconography, Firma. 
K. L. Mukhopadhyay, Calcutta, 1958. 


The Jaina Iconography, The Punjab Oriental 
Series, No. 26, Pub. Motilal Banarasidass, 
Lahore, 1939. 


Iconography of Buddhist and Brahmanical 
Sculptures in Dacca Museum, Pub. Dacca 
Museum Committee, Dacca, 1929. 


‘An Illustrated Note on An Indian Deity 
Called Revanta, J. A.S.B., 1909. 

‘Varieties of Visnu Image’, M.A.S.I. 2, Govt. 
Printing, Calcutta, 1920. 

History of the Candellas of Jejakbhukti, Pub. 
K. L. Mukhopadhyay, Calcutta, 1956. 
Indian Architecture (Buddhist and Hindu 
Periods), Bombay, D. B. Taraporevala Sons 
and Co. Ltd., 1956. 

Archaeological Elements in the Mahabharata, 
(Ph. D. thesis in the Deccan College 
Library), 1958. 

Hindi Gāthāsaptašati, Chowkhamba Vidya 
Bhawan, Varanasi, 1961. 


Yaksas, pt. I, Washington, 1928. 

History of Indian and Indonesian Art, Dover 
Edition, new York, 1965. 

‘The Višvanātha Temple at Māribag”, Jour- 
nal of the Department of Letters, Calcutta, 
1937. 

*The Temples of Khajuraho in Central India, 
Ancient India, No. 15, Delhi, 1959. 
‘Laksamana Temple at Sirapur’, J.M.LP., 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


192 


Dikshit, M.G., 
Dikshit, S. K., 
Dhaky, M.A., 


Dhavalikar, M. K., 


Fergusson, J., 


Getty, A., 
Gokhale, S., 


Goetz, H., 


Ghosh,, D., 


Havell, E.B., 
Hiralal, R. B. 


Art and Architecture of the Kalacuris 


No. 2, Bhopal, 1960. 

Krsnalila Scenes in the Laksamana Temple 
Khajuraho. Lalit-Kala, No. 7, 1960. 
*Northern Temples', Archaeological Remains 
Monuments and Museums, pt. I, Orgnizing 
Commitee XXVI, International Congress of 
Orientalists, New Delhi, 1964. 

Khajuraho, (Guide-book), New Delhi, 1965. 
Tripuri-1952, Pub. The Govt. of Madhya 
Pradesh, Bhopal, 1955. 


A Guide to State Museum Dhubela Nowgong 
(B.K.D.) Vindhya Pradesh, Poona, 1955-57. 


"Ihe Chronology of the Solanki Temples in 
Gujarat’, J. M.I.P., Vol. 3, Bhopal, 1963. 


‘The Origin of Tara’, Deccan College Bul- 
letin, No. XXIV, Poona, 1963-64. 

‘Apropos Two Gane$a Statues From Afgha- 
nistan, East and West, (in Press). 


History of Indian and Eastern Architecture, 
2 Vols., London, 1910. 
Ganesa, Oxford University Press, 1936. 


Studies in the Historical and Cultural Geogra- 
phy and Ethnography of Madhya Pradesh, 
(Ph. D. thesis in Deccan College Library), 
1960. 


‘Earliest Representations of the Myth Cycle 
of Krsna Govinda, Journal Oriental Institute, 
Baroda, Vol. I, 1952. 


‘The Caitya Window Motif’, J. N. Banerjea 
Volume, The Alumni Association University 
of Calcutta, Calcutta, 1960. 


Indian Architecture, London, 1927. 
‘Trimtrtis in Bundelkhand’, The Indian 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Bibliography 193 


Antiquary, Ed. Sir Richard Carnae Temple 
and Prof. Devadatta Ramkrishna Bhandar- 
kar, Bombay, British India Press, Mazgaon, 


1918. 
Khare, G. H., Murtivijyana, (Marathi), Poona, 1939. 
Kramrisch, S., The Hindu Temple, 2 Vols., University of 


Calcutta, 1946. 

“The Image of Mahadeva in the Cave Temples 
of Elephanta Island', Ancient India, No. 2, 
New Delhi, 1946. 

Indian Sculpture in the Philadelphia Museum 
of Art, University of Pensilvania Press, 
Philadelphia, 1960. 


Krishnan, M. S., Geology of India and Burma, Higginbothams 
(Private) Ltd., Madras, 1956. IE 
Katare, S. L.. ‘An Inscribed Sculpture Inspired by Hala’s 


Gāthāsaptašati”, Indian Historical Quarterly, 
Vol. XXVIII, No. I, Ed. Narendranath Law, 
The Calcutta Oriental Press, 1952. 

‘A Note on the Location of Golakimatha’, 
Journal Bihar and Orissa Research Society, 
Vol. XLIV, pts., 1-2, Patna, 1958. Í | 


Macdonell, A. A., The Vedic Mythology, (Hindi translation), [| 

Chowkhamba Vidya Bhawan, Varanasi, l E 

1961. til 

Majumdar, R. C., Editor. | |- 
| 


History of Bengal, Vol. I. Dacca, 1943. ur 
i.) 


Majumdar, R. C. and 


Pusalkar, A. D., Fditor, | 
The History and Culture of Indian People, 


Bharatiya Vidya Bhawan Series, Bombay, 
Five Vols. 


Mankodi, K. L., The Hindu Iconography of South Deccan, 
(Ph. D. thesis in Deccan, College Library), 


Poona 1966. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


I 


194 
Mirashi, V. V., 


Moti Chandra. 


Munshi, K. M., 


Nanavati, J. M., and 
Dhaky, M. A., 


Pandey, L. P., 


Panigrahi, K. C., 


Pantulal, R. J., 


Pathak, V. S., 


Prakash, V., 


ass 


Art and Architecture of the Kalacuris 


‘Inscriptions of the Kalacuri Cedi Era, Cor- 
pus Inscriptionum Indicarum, Vol. IV, pt. I, 
Government Epigraphist For India, Oota- 


. camund, 1955. 


Kalacuri N rpati Ani Tyatica Kāla, (Marathi) 
Sasana Sahitya Parishad Madhya Pradesh, 
Nagpur, 1956. 


‘A Study in the Terracottas from Mirpur- 
khas', Bullen of the Prince of Wales Museum 
of Western India, No. 1, 1959-62, Ed. Moti 
Chandra, Bombay 1964. 


Saga of Indian Sculpture, Bharatiya Vidya- 
Bhawan. Bombay, 1957. 


‘The Ceilings in the Temples of Gujarat’, 
Bulletin of Baroda Museum and Picture 
Gallery, Nos. XVI-XVII, Govt. of Gujarat, 
Baroda, 1963. 


‘The Worship of Revanta in Ancient India’, 
Visheshvaranand Indological Journal, Vol. 
VII, Hoshiarpur, 1969. 


‘Sculptural Representations of Lākulīša and 
Other Pasupata Teachers’, Journal of Indian 
History, Vol. XXXVIII, pt. III, Trivendrum, 
1960. 


‘The Malkapuram Inscription of the Kaka- 
tiya king  Rudradeva', Journal Andhra 
Historical Research Society, Vol. IV, pts 3 
& 4, Rajahmundrya, 1930. 


Saiva Cults in Northern India, Varanasi, 
1960. 


Khajuraho, Bombay, 1967. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


Bibliography 195 


Radheysharan Chandrehe (Sub-seat of Gurgi) Indian History 
Congress—20th session, (Summary), Mysore, 
1966. 

"The Circular Garbhagrha Type of Kalacuri 
Temple’, All India Oriental Conference, 23rd 
session, Aligarh, 1966. 

‘The Geographical Background of the 
Kalacuri Art’, Journal Madhya Pradesh 
Itihàsa Parishad, Vol., V, Bhopal, 1967. 
Kalacuri Kalà Ko Saiva Acaryon Ka Yogo- 
dana (Hindi) Itihāsa Anušīlana Vol. Į, 
Bhopal, 1967. 


Rao, T. A.G., Elements of Hindu Iconography, 2 vols. 4 
parts, Motilal Banarasidass, Delhi-1968. 


Rawland, B., The Art and Architecture of India, (Buddhist 
Hindu and Jaina), Penguin Books Ltd., | 
U.S.A., 1967. 

Ray, H. C. The Dynastic History of Northern India, ' 


Vol. II, Calcutta University Press, 1936. 


Sankalia, H. D., ‘Jaina Iconography’ New Indian Antiquary, I 
Vol. II, No. 8, Bombay, 1939. Fi 
‘Jaina Yaksa and Yaksinis’, Bulletin of the i} | 
Deccan College and Research Institute, Vol. 
I, No. 2-4, Poona, 1940. The Archaeology 
of Gujarat (including Krthiawar), Bombay 
Natwarlal & Co., 1941. 

Studies in the Historical and Cultural Geo- 
graphy and Ethnography of Gujarat, Deccan 
College Bulletin, Monograph, No. 3, Poona, 
1949. 

‘In Search of Three Cities’, Journal of 
Madhya Pradesh Itihas Parishad. Vol. V, 
Bhopal, 1967. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


poo 00 0 0 0 0 0 0 MM o — 1L LS 


196 


Art and Architecture of the Kalacuris 


Sankalia, H. D., Subbarao, 


B., and Deo, S. B., 


Saraswati, S. K., 


Sastri, H., 
Sharma, B. N. 
Sharma, D., 
Sharma R. K., 
Shastri, À. M., 
Shukla, D. N., 


Sivaramamurti, C., 


Smith, V. A., 
Thakore, S. R., 


Yashodavevi, V. 


Zamas, E., and 
Auboyer, J,, 


Excavations at Maheshwara and Navadatoli- 
1952-53, Poona, Baroda, 1958. 

A Survey of Indian Sculpture, Firma, K. L. 
Mukhopadhyay, Calcutta, 1957. 

‘Art’, The Struggle For Empire, Bharatiya 
Vidya Bhawan Series, V, Bombay, 1957. 
‘Origin and Cults of Tara’, M.A.S I. 20, 
Calcutta, 1925. 

Iconography of Revanta, Abhinara Publi- 
cations New Delhi, 1975. 

Early Chauhan Dynastics, S. Chand and Co., 
Delhi, 1959. 
The Temple of Chausatha Yogini at Bheraghat, 
Agam Kala Prakashan, Delhi, 1978. 

Tripuri, Madhya Pradesh Hindi Grantha 
Academy, Bhopal, 1971. 

Hindi Cennons of Iconography, Lucknow, 
1958. 

Amaravati Sculptures in the Madras Govern- 
ment Museum, Madras, 1942. 

Indian Sculpture Inspired by Kālidāsa, Sans- 
krit Academy, Madras, 1942. 

‘Geographical and Chronological Factors in 
Indian Iconography’, Ancient India No. 6, 
New Delhi, 1950. 

Indian Sculpture, Delhi, 1961. 

History of Fine Arts in India and Ceylon, 
Oxford University Press, Oxford, 1930. 
Catalogue of Sculptures in the Archaeological 
Museum, Gwalior, M. B. 1952. 

‘Sarasvati’, Journal Indian History, Vol. XLI, 
Trivendrum, 1963. 


Khajuraho, The Hauge, 1960. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


GLOSSARY 


The Sanskrit terminology used by the author for describing the 
monuments is mostly taken from the later texts like the Ksīrārnava, 
Prāsādamandana and Diparnava. Terms prescribed by the Mānasāra, 
Aparajitaprchha and Samarātganasūtradhāra have also been used. 
These are essential in the description of the Nagara temples. 


A list of the Sanskrit terms with English meanings is given 


below : 


Adhisthāna 
Āmalasāra 


Āmalasārikā 
Angašikhara 
Antarāla 


Ardha-maņdapa 


Ardha ratna 
Argha-patta 
Āšanapatta 
Asvathara 


Bāndhanā 
Bhūmi 
Candrikā 
Candrasilā 


Candrasālā 
Chajjā 
Dharaņī 
Dvāra 
Dvārašākhā 


Plinth or basement. 

Flat, luted melon-shaped member, usually the 
crowning member of sikhara. 

Miniature āmalasāra. 

Miniature Sikhara. 

Vestibule. 

Portico infront of the entrances to the main hall 
of temple. 

Half-diamond shaped. 

Pedestal 

Bench on the parapet walls. 

Basement moulding with a row of horses carved 
on it. 

A moulding. 

Storey. 

Gable, Pediment. 

A semi-circular slab, usually forming the lowest 
step of the stair leading to the garbhagriha. 
Caitya-window pattern. 

Cornice. 

Beam. 

Door. 

Door-jambs. 
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Dvīāyatana 
Devakostha 
Gadadi 
Gajathara 
Gandharvašākhā 
Garbhagrha 
Ghata 
Ghatapallava 
Güdhamandapa 
Hiraka 
Jālakarma 
Jagatī 

Janghā 

Kaksa 
Kaksāsana 
Khalvašākhā 
Kalaša 
Kirtimukha 


Kudya 
Kudyastambha 
Kumbhi 
Kapili, (Koli) 
Lalatabimba 
Latakarma 
Mandapa 
Padma 
Paficaratha 
Paficasakha 
Pāršvabhitti 
Pāta 
Patrasākhā 
Pattikā 
Phāmsanā 
Pītha 
Pifijarakarma 
Ratha 
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Temple with two square garbhag rhas. 

Niche meant to house an image. 

Dwarf pillar on top of the main pillar. 
Basement moulding with figures of elephant. 
Jambs with Gandharva figures on it. 
Sanctum. 

Pitcher. 

Vase and foliage. 

Closed hall. 

Dimond shaped design. 
Lattice work. 

Platform. 

Central portion of the wall. 

Room. 
Bench on the periphery of the mandapa. 
Jamb made up of circular bobinlike mouldings. 
Kala$a. (Vase). 

Face of fame, a motif commonly used in Indian 
sculpture. 

Parapet wall. 

Pilaster. 

Pedestal. 

Miniature sikhara on either side of Sukanāsīkā. 
Image on the centre of lintel. 

Vine and leaf pattern. 

Hall. 

Lotus. 

Temple structure with five vertical offsets. 
Dvara with five vertical jambs. 

Butteress. 

Entablature. 

Jamb with leaf design. 

Band. 

Stepped roof. 

Base. 

Lattice work. 

Vertical offset in a temple structure. 
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Rathika 
Ratna-puspa 
Rekhàkarma 
Rüpastambha 
Rupasakha 
Saptaratha 
Sapta-Sakha 
Silāpatta 
Simhašākhā 
Sirsa 
Sirapatti 
Skandha 


Stambha 
Stambhika 
Stambhašīrsa 
Sukanāsikā 


Triratha 
Trāyatana 
Trisākhā 
Udgama 
Udumbara 
UruSsrnga 


Vàmana 
Vinirgama 
Vitana 
Vrttakara 
Vyala 


Framed panel. 

Diamond shaped flower. 

Line drawing. 

Pilaster in a dvarsakha. 

Jamb with human figure sculpture. 

Temple structure with seven vertical offsets. 
Door with seven vertical jambs. 

Stone-slab. 

Jamb with vyàla figures. 

Capital. 

Lintel. 

The topmost part of the sikhara on which the 
āmalasāra is placed. 

Pillar. 

Dwarf pillar or pillarets. 

Pillar capital. 

Sukanüsikü, niche with the chaitya-torana or 
chaitya-dormer shape usually placed in front 
of the sikhara and forming the roof of the 
antarāla. 

Temple structure with three vertical offsets. 
Temple with three square garbhagrhas. 

Door with three vertical jambs. 

Pediment. i 

Lower door-jamb. 

Half sikhara, usually placed on the sides of the 
main tower. 

Dwarf. 

Projected part of pitha specially of an arghapatta. 
Ceiling. 

Circular. 

Hybrid lion. 
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Abhana, 23, 25 

Acāryas, 4, 5, 18, 11, 39, 175, 177, 182 

Agnipurāna, 124 

Aihole, 136 

Ajanta, 99, 174 

Ajay Simha, 11 

Akalatara stone inscription of Ratna- 
deva II, 160 

Alhanadevi, 16 

Allahabad, 9, 10, 23, 24 

Allahabad Museum, 140 

Amarāvati sculpture, 98 

Amarkantak, 10, 21, 23, 24, 26, 31 52, 
54, 57-59, 70, 74, 76, 77, 78, 87, 96, 
97, 100-101, 123, 168, 188 

Amorini, 98 

Amsumadbhedāgama, 150 

Andhakā Surabadhamūrti, 106 

Andhra, 10 

Afjalihastamudrā, 111 

Antara, 26, 127, 128 

Ardhanāršvara, 111, 113 

Astašahasrkāprgyafi pārmita, 174 

Astasahsrikaprajfia, 22 

Asya, 96 

Ataria-khera, 126 

Avalladevi, 10, 13 

Avanti, 4 


Bachchehara, 113 
Badā-Dehara, 83 
Badakamta, 161 
Baghelkhand, 11 
Bahnrihand, 11 25 
Bahvrichas, 13 


Baijanath, 8, 26, 32, 36, 39, 40, 91-93, 
100, 101, 115 

Bālaharasa, 4 

Balarāma, 5, 15 

Banaras, 7, 9-10, 23, 24, 174 

Bandhogarh, 5, 15, 26, 136 

Banerji, 5, 19, 81, 85, 87, 92, 96, 104, 
105, 112, 116, 118, 120, 123, 138, 
147, 159 

Baragaon, 17, 23, 25, 83, 113, 141 

Baragaon inscription records, 6 

Bedsa, 99 

Bearam river, 23 

Bengal, 4-5, 121 

Bhagelkhand, 2 

Bhairava temple, 72,73 

Bhaja, 99 

Bhākamishra, 5 

Bharatala-Deori, 25 

Bhārava, 109, 110 

Bharhut, 97, 102 

Bharhut stūpas, 94 

Bheraghat, 18, 23, 25, 69, 79, 82, 106, 
112, 115, 119, 142, 146, 172 

Bheraghat inscriptions, 8 

Bhima, 8,9 

Bhoja, 8, 9 

Bhopal, 120 

Bhumara, 115 

Bilhana, 9-10 

Bilhari, 18, 25, 121, 126 

Bilhari inscription, 20 

Birla Museum, Bhopal, 128 

Bodh-Gaya, 97 

Bonthādevi, 5 
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Brahma, 148-150 Copper or brassplates, 2, 176-178 
Brahmanical pantheon, 114 Cunningham, 19, 55, 87, 178 
Brahatsamhita, I, 114 
Brahatsamhita, 3, 80, 158 Dahala, 10, 85 
Buddharaja, 2 Dāhalamandala, 1, 11 
Buddhism, 3, 22, 104 Damaoh District, 23 
Buddhist art, 94, 99 Dasavatara of Visnu, 124-143 
Buddhist iconograpy, 17,21,73 Delmal, 156 
Buddhist monastry, 10 Deogarh, 23, 136 
Bundelkhand, 1-2, 8 Deotalao, 25, 71-73, 100-102, 109 

Devagana, 15 
Caidayas, 2 Dhara, 8 
Calukya dynasty, 10 Dharhar, 23 
Calukya king Mangalesa, 2 Dhundhar, 69 
Calukya Kumarapala, 11 Dhavalikar, 173 
Calukya Princess Nohata, 4 Dikshit, 80 
Calukyan temples, 94,95, 100, 101 Diksita, 14 
Calukyan monuments, 97 Doab, 7 
Camunda, images of, 141,142 Dubela Museum, 125,126,130,141-143,147 
Candapahā, (Chanpaba), 23 Dudhia, 105, 119-120 
Candellas, 1, 4, 6, 8, 14, 73, 176 Dvadasadityas, 153 
Candella coins, 11 
Cedi country, 2, 3 Erana, 127 
Cedimandala, 1, 15 Ellora, 174 
Chambal, 2 Embles and sealts etc, 182, 183 
Chanda, 156 Epigraphic records, 175,176 


Chandrehe, 5, 6, 9, 18-19, 23, 27, 29, Era, 178-180 
34, 74-75, 78, 82, 95-97, 100, 102, Eulogistic inscriptions, 182 
115, 151 


Chandrehe inscription, 20 Gaja-Laksmi, 94 
Chandrehe Monastery, 90, 109 Gaja-Laksmi type coins, 7 
Chaniparanya, 10 Gaja-Simha, 95-98 
Chhattisagarh, 13, 15, 180 Gaja surasaramurti, 107 
Chhoti Deori, 23, 25, 104 Ganapati, 114-117 
Chidambaran temple, 156 Ganda, 7 
Chhindwara district, 179 Gandhara sculpture, 98 
Circa, 1-4, 7, 8, 17, 89, 93, 110, 129, Gandharvas, 97 
140, 175 Ganga and Yamuna, inconographic 
Chausath-Yogini temple, 76, 79, 80, concept of, 161-164 
146 Ganga river, 23-24, 97 
Chitrakuta, 2 Gangetic Valley, 24 
Coins, 2, 3; 183, 184; copper, 7; see also Gangeyadeva, 7, 16. 19, 22, 24 
Numismatics Gangeyadeva coins, 94, 184-187 
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Ganguly, D.C., 6 

Gayākarna, 10, 11 

Gauda, 7 

Ghose, 99 

Goharawa Pabhose, 24 
Golakī-Matha, 4, 80 

Gollaka, 5, 15, 17 

Gomati river, 2 

Gopāla, 8 

Gopalpur, 23-25, 174 

Gopat, 23 

Gošaladevi, 16 

Govinda, 15 

Gunā, 119 

Gujarat, 3, 4, 11, 13, 78, 100, 101, 179 
Gupta art, 97 

Gupta coins, 94 

Gupta period, 74, 93, 98, 114, 176 
Gupta temples, 101, 136 

Gurgaja mound, 104 

Gurgi, 5, 18, 20, 25, 40, 41, 83, 88,89 
Gurgi mound, 83 

Gurgi temple, 4 

Gurh, 101, 125, 127, 131, 134, 135, 153 
Gurjara, 5, 6, 14 

Gurjara-Pratihàras, 1, 4 

Gwalior, 127 


Hāla's Gāthāsa-prasatī, 92 
Harsha, 1, 187 
Hathigadh, 112 
Hemchandra, 3 

Hinduism, 16 

Hiran river, 25 
Hirananda, 156 

Hiralal, 79 

Hrdayašiva, 15 

Hina, 10 


Indian art, Gaja in, 95 

Indo-Aryan Sikhara type temple, 79 
Indo-Parthian, 114 

Indo-Scythian ruler, 114 
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Jabalpur, 2, 9, 20, 23, 26, 69 

Jabalpur Kutchehari Museum, 105,106 
113, 122 

Jaina Iconography, discovery of 164- 
172 

Jaina tīrthamkaaas, 22 

Jainism, 3, 22, 103 

Jaiswal, K.P., 179 

Jajalladeva, 11 

Jalandhara, 4 

Jalāšayana temple, 17 

Jatavarman, 8, 10 

Jayasimha, 7, 9, 11, 20, 87, 94 

Jayasimhadeva, 177 

Junnar, 99 

Jura, 83 


Kabul, 114 

Kachara, 15 

Kalacuris, 1, 3, 10, 13, 22, 86, 100, 125, 
132, 188 

Kalacuris architect, role of, 73-77 

Kalacuri cedi era, 87, 179-180 

Kalacuri coins, 17 

Kalacuri monuments, 26, 73, 93, 94, 97, 
99, 101, 141, 163 

Kalacuri records, 111, 175 

Kalacuri temples, 34, 39, 48, 74-82, 96, 
100 

Kalacuri workmanship, specimens of, 
91-93 

Kalāīica, 13 

Kalidasa, 34 

Kalyānasundaramurti, 104 

Kanauja, 1 

Kafici, 8 

Kanheri, 174 

Karanahel inscriptions, 6 

Karitalai inscription, 3, 5, 6, 17, 23 

Karpūra, 9 

Karna, 8-10, 13, 15, 24, 75, 94, 176,177, 
181 

Karna temples, 79, 100, 102 
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Karnaghamta, 24 

Karana-Meru, 10 

Karnataka, 100 

Karttikeya, 117-119 

Karvi, 2 

Kasasa, 75 

Kashmir, 4-5, 187 

Katangi, 25 

Katare, 79 

Kathiawar, 156 

Kautilya's Arthasastra, 118 

Kerala, 4 

Kesavanàrayana temple, 59-61, 76, 123 

Khairaha, 16 

Khajuha, 25, 52, 81, 83, 85, 105, 120, 
141, 149-150, 163 

Khajuraho, 75, 78, 80, 88-89, 96, 100, 
156 

Kirtimukha, 97-99 

Kirttivarman, 8 

Kokalla-I, 2, 4 

Kokalla II, 6, 7 

Kokalladeva II, 19 

Konarka temple, 96 

Kondane, 99 

Kosala, 4 

Kosam, 23 

Kramrisch, Stella, 80, 108, 111 

Krsna, 84 

Krsnaraja, 2, 184 

Kasnavatara, 8th incarnation of Visnu 
130, 135 

Ksatrapa, 3 

Kulafica, 15 

Kumara, 119 

Kuntala, 4, 7, 11 

Kürma, 15 

Kūrmapurāna, 101 

Kusāna, 97 

Kusāna coins, 118 

Kusāna king, 179 

Kusumbapattala, 23 
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Ladakha, 173 

Laksamanarāja I, 3 

Laksamanarāja II, 4, 6, 14, 17, 19, 21, 
85 

Laksamanasāgra, 85 

Laksmi, image of, 139 

Laksmikarna, 8, 176 

Laksmī-Narayana of Visnu, 121, 122 

Lakshmi-Nārayāna temple, 21 

Laksmikarna, 22 

Lakuliša, 110, 111 

Lalpahar, 23 

Lāta, 5 

Limboji Mata temple, 156 

Lingapurāna, 110 


Mahsaum, 88, 89 
Machchendranatha 
70, 75, 95, 96 

Magadha, 7 

Madhya Pradesh, 112, 179, 185 

Madura, 8 

Mahabalipuram, 135 

Mnhabharata, 3 

Mahābodhivhāra, 174 

Mahājānapadas, 3 

Mahākumāra Vijayasimha, 11 

Mahandi, 25 

Mahārajādhirāja, 2, 9 

Mahārānaka/mahāsāmanntādhipati, 181 

Maharashtra, 3 

Mahāsāmanta-dhipati Jitadamana, 173 

Mahāsivagupta Yayāti, 7 

Mahasun, 18, 19, 25, 27, 74, 75, 13, 100, 
158 

Mahāyananun Mamaka, 174 

Mahipāla, 5 

Mahisasurmardini, image of, 145-148 

Māhismatī, 1, 2 

Majumdar, R. C., 179 

Makara, founding of, 97, 98 

Mālawā, 4, 8,9 

Malkāpuram inscription, 20 


temple, 52-54, 63, 
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Māmaka, 22 

Manasā, image of, 142 
Mandhata, 1 

Mānsāra, 80, 82 

Mandala, 23 

Manora, 26, 127, 129, 160 


Marai, 25, 47, 52, 68-69, 78, 81, 83, 93, 
105, 111, 113, 120, 125, 131, 136; 


138, 149, 154, 163 


Maribagh, 23, 45, 76, 81, 94, 98, 99, 101, 


108, 115, 127, 129, 162 
Mathura, 14, 93, 132, 134, 151 
Matsya, 15 
Military exploits records, 181 
Mirashi, 2, 3, 6, 7, 79, 178 
Mirzapur, 24 
Moci caste, 15 
Moribagh, 95 
Mount Kailasa, 18, 104 
Mugdhatunga, 4 
Mukundapur, 17 
Muīja, 6 
Murals, 8 


Nachirāja, 9 

Nadia-ki-Tori, 80 

Nāgara temples, 14, 79 

Nagpur Museum, 183 

Nahsaun 150 

Narasimhi, image of, 142-144 
Narasimhadeva, 8, 11, 19, 20 
Narasimhāvatara of Visnu, 127-130 
Narayana, 15, 87 

Narmada, 163-164 

Narmada river, 2, 4, 25, 69 
Narmada Valley, 24, 26 

Nasik, 99 

National Museum, Calcutta, 142 
Navagrahas figures of, 154, 155 
Nepal, 173 


Nijabhuj-oparajit-asvapati-gajpati-Nara- 


pati, 9 
Nimar district, 1 
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Niraj Jain, 113 

Niyaltgin, 7 

Nohalādevī, 4 

Nohata, 23, 25, 109 
Nrtyamiirtis, 107, 108, 116, 117 
Numismatics, history of, 183-187 


Orissa, 4-5 
Orissan temples, 46 


Padmapurāna, 150 

Pàlas, 8, 14 

Pali, 4, 113 

Pallavas, 8 

Pāīicāla, 4 

Pandyas, 8 

Banna, 115 

Pānini, 117 

Paramabhattāraka, 2, 9 

Paramamāhesvara, 15, 16 

Parmāras, 9, 176 

Paramešvara, 2 

Parivrājaka rajas, 3 

Pasupata cult, 4 

Pātālešvara temple, 61-63, 75, 76, 18 

Patafijali, 118 

Pataraura temple, 55, 56 

Patiandai temple, 55, 56, 76, 82, 109- 
161 

Pitalkhora, 99 

Polygamy, 16 

Polyttery, 3 

Prabandhacintamani of Merutunga, 11 

Prasiddhadhavala, 4 

Prayag, 8, 23, 24 

Princep, 184 

Pūrvakāranāgama, 150 


Radheysharana, 18, 19, 89 
Rajasthan, 136, 100 

Rajendra Cola, 7 

Rāješekhara, 4 

Ramban Museum, 83n, 101, 165 
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Rao, Kamala, 111, 139, 147 

Rasamālā, 9 

Rashtrakütas, 3-5, 14, 176 

Ratnagimha, 15 

Rehuta, 25 

Rehuta-Fort. 83, 89, 90 

Revanta, 158-161 

Rewa, 32, 40, 104, 109, 110, 
131, 134, 136, 138, 143, 150 

Rewa stone Inscription, 15 

Rewa-torana, 88, 90, 93, 97-99, 104, 
116, 118 

Rohada, 6, 17 

Rowland, 13, 108 

Rūpamandana, 124 


115, 119, 


Sagar, 2, 175 

Sagara, 87, 88 

Sagara temple, 68-82, 121 

Saiva Monastry, 34-40, 85, 115 

Saiva temples, 10, 27-32, 47-52, 74, 76, 
78, 82, 85, 95, 99, 102, 108, 111, 115, 
120, 129 

Saivism, 17, 18 

Sakar Dhar (Skankar Dhar), 114 

Sakti images, list of, 143, 145 

Salaksanavarman, 10 

Samaveda, 13-14 

Samharāmūrtis, 106, 107 

Samkaragana, 19 

Sankalia, 86 

Sankaragana I, 175 

Sāīci, 3, 97 

Sāīici stūpas, 102 

Sankalia, 1 

Sankaragana, II, 4 

Sankaragana III, 6 

Sankaranārayana, 6 

Sankarangana, 2, 3, 6 

Sapta-Mátrkas, 140, 141 

Sarasvati, various images of, 150-153 

Suranath, 22-24 

Sarnath inscription, 10 
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Sātavāhanas, 3 

Sati custom, 16 

Satna, 109, 113 

Satpura, 25 

Sayanamurtis, 135-139 

Script, 178 

Sculptures, from Amarkantak, 87; from 
Chandrehe Monastery, 90; from 
Gurgl and Mahsaum, 88, 89; from 
Baijnath, 91,92; from Sohagpur, 90, 91 

Shahdola, 136, 138 

Sharma, R.K., 112 

Shastri, Hiranand, 173, 179 

Sidhi District, 25, 29, 34 

Silpašāstras, 80, 82 

Sildpatta, 92, 93, 171 

Silchat, 141 

Simhakarnamudrā, 117 

Siyadoni inscription, 185 

Sohagpur, 21, 23, 26, 63, 74, 75, 90, 93, 
98-100, 105-110, 116, 120, 136, 147, 
154, 158, 171 

Somnath, 156 

Somanatha temple, 71, 72 

Somanathan, Pattam, 21 

Somešvara, 5, 8, 9, 15, 17 

Son river, 34 

Son Valley, 25-26 

Sonar river, 23 

Sresthin Dàmodara, 17 

Stepped tank, discovery of, 85 

Stepped-well, discovery of, 84 

Subrahamanya, 118 

Sukhbasanamurtis, 105, 106 

Sunga, 97 

Suprabhedagama, 107, 111 

Surya worship, different names of, 152- 
154 

Sūtradhāra, 15, 16 


Tailapa II, 5 
Tamraparni river, 5 
Tanks, discovery of, 83, 84 
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Tara, position of, 173, 174 

Tārikh-i-Firistā, 7 

Temples, architectural designs of, 99- 
102; characteristics of, 77-82; dvāra 
of, 80, 81, religious, 74-76 

Tewar, 2, 10, 23, 83-84, 101, 106, 109, 
105591217. 122, 141, 171, 172 

Thomas, 184 

Tigowa, 88n 

Tīrthankara Santinātha, 11 

Torana of Saiva temple, Rewa, 40-44 

Trailokyavarman, 11 

Triāyatana temple, 10, 57-59, 75, 78, 79, 
97, 101 

Trikalingādhipati, 7, 9 

Trimurti, 80, 111-113, 155, 158 

Tripura, 6 

Tripuri, 1-3, 10, 13, 17, 21, 22, 24-36, 
80, 86, 175, 176, 184, 185 


Umaria, 94, 121 

Umaria temple, 68, 69, 81 
Utpala, 6 

Uttar Pradesh, 2, 13, 14, 100, 179 


Vacaspati, 6 

Vahana, Mayüra, 118-119 

Vaidyanatha Temple, 32-34, 45, 47, 69- 
71, 82, 85, 93, 98, 106, 110, 111, 
115 

Vaikhānasāgama, 129, 135 

Vaisnava, 5 

Vaisyas, 15 

Vallabharàja, 15 

Vallana, 9 

Vamanakrti, importance in the Indian 
sculpture, 98, 99 

Vamaraja, 2 
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Vāmarājadeva, 3 

Vāmašambhu, 19 

Vanga, 8 

Varaha, 5, 15 

Varāhapurāna, 107 

Varanasi, 5 

Varuna, 97 

Vastavya, 15 

Vāyupurāna, 110 

Viddhasàlabhaüjika, 4 

Vidyapāti, 9 

Vigrahāpāla, 8, 10 

Vijayasimha, 87, 177 

Vijjala, 11 

Vikranaditya IV, 5 

Vikramaditya VI, 8, 10 

Vijayaditya VII, 10 

Vikramankadeva Carita, 9 

Vimalasiva, 20 

Vindhya Pradesh, 13 

Vīrāšri, 10 

Viratesvara Temple, 63-67, 74, 75, 19, 
82, 90, 93, 96, 98-99, 102, 105, 108, 
116, 120, 147, 149, 152, 163, 164 

Viruda Trikalingadhipati, 4 

Visnu, forms of, 119-124 

Visnu temple, 5 

Visnudharmottara, 150, 158 

Visvanatha temple, 94 


Yaksinis, 99 
Yamuna river, 2, 24 
Yaéahkarna, 9, 10, 13, 94, 176, 181 
Yauvanāšrī, 10 

Yogāsanamūrti of Visnu, 122, 123 
Yogini temple, 18 

Yuvarājadeva I, 4, 5, 15-19, 85, 105 
Yuvarājadeva II, 6, 19 
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Fig. 3. Plan of Saiva Monastery at Chandrehe 
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Fig. 4. Plan of the Machchendranātha temple at Amarkantak 
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Fig. 5. Plan of the Triayatan (Triple-Shrined) temple of Karna at Amarkantak 
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Fig. 6. Plan of the temple of Patale$vara at Amarkantak 
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Plan of the temple of Virātešvara at Sohappur 
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Fig. 8. Plan of the Cloister and Vaidyanatha temple at Bheraghat 
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Pl. 1. Temple of Siva at Chandrehe. 
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Pl. 2. Torana of Saiva temple at Rewa. 


Pl. 3. Vi$vanatha temple at Maribagh. 


CC-0. Gurukul Kangri University Haridwar Collection. Digitized by S3 Foundation USA 


2- 


sa- 


Pl. 5. Virātešvara temple at Sohagpur. 
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Amarkantak. 


Pl. 6. Pàtale$vara temple at 
Amarkantak. 


Pl. 7. Dvāra of the Vaidyanatha 
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Pl. 8. Dvara of the Virātešvara temple at 
Sobagpur. 
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Pl. 9. Dvāra of the Saiva temple 
at Marai. 


Pl. 10. Triāyatana temple of Karna 
at Amarkantak. 
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PI 11. Siva and Parvati at Padmadhar Park (Rewa). 
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Pl. 12. Siva and Parvati playing dice Pl. 13. Vitàna of the Virātešvara 
from Rani Durgawati Museum. temple at Sohagpur. 


PI. 14. A $ilapatta representing a scene from 
Hala's Gāthāsaptašati from Tewar. 
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Pl. 16. Trimurti at Hathiagadh mound, 
Tewar, Jabalpur. 


Pl. 15. Gajāsursamhāramūrti of 
Siva at Sohagpur. 
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P1. 17. Ganapati from the Sixty-four Yogini 
temple at Bheraghat. 
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Pl. 18. Karttikeya from Tewar, 
Jabalpur. 


Pl. 19. Laksmi-Nàrayanfrom Bilhari, Jabal- 
pur, M.P. 
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Visnu from Amarkantak. 
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PI. 


asana. Visnu from Sohagpur. 


Pl. 20. Yog 
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PI. 22. Varāha from Bilhari, Jabalpur, 
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Pl. 24. A $ilapatta from Sohagpur depicting the Krsna-lila. 
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Pl. 26. Šesašāyī Visnu from Shahdol, M.P. 
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Pl. 25. Šesašāyī Visņu from Sohagpur. 
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PI. 27. Narasimhi from Satna, M.P. 
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| PI. 29. Silàpatta depicting Krsna-Janma, Gurgi Rewa. 
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Pl. 31. Mahisasurmardini from  Sixty-four 
Yogini temple at Bheraghat. 


Pl. 30. Saptamatrka panel, Rewa, M.P. 
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Pl. 33. Ramanī, Shahdol. 
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Pl. 35. Ramanī, Shahdol. 


Pl. 34. Bhānavā, Shahdol. 
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Pl. 36. Revanta from Manora, Satna, M.P. 
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Pl. 37. Jaina tirthankara Nāminātha from 
Jabalpur, M.P. 


PI. 38. Ambika from Satna, 
Allahabad Museum. 
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Pl. 40. Bodhisattva Avalokitesvara vē 
from Tewar, Jabalpur, M.P. [2 
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Pl. 39. Ambika from Sohagpur. 
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PI. 41. Tara from Gopalpur, Jabalpur, M.P. 
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all of a temple, 
Balasagar tank at Tewar, district Jabalpur, M.P. 


Pl. 42. Padmāvati, a plaque fixed in the w 
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Dr. Rahman Ali was born in 
July 1943, in the District of Gorakh- 
pur, Uttar Pradesh. He passed 
M.A. with Ancient Indian History 
Culture and Archaeology in 1965 
| from Gorakhpur University, 
| Gorakhpur. . 
| Ph. D. was awarded to him in 
1970 by the Poona University, 
| Poona. He specialised in the His- 
tory of Art and Architecture under 
| supervision of the world renowned 
| scholar Prof. H.D. Sankalia at 
Deccan College Post-graduate and 
Research Institute, Poona. 

Dr. Ali received Senior Research 
Fellowship in Art and Architecture 
at Deccan College Post-graduate 
and Research Institute, Poona and 
conducted a project on *'Islamic 
Art and Architecture in Vidarbha 
Region." Maharashtra State, during 
the period 1972-73. 
| He participated the U.P. Govern- 
ment sponsored scheme of Archaeo- 
logical Explorations and received 
special award in cash with a certi- 
ficate for unique discoveries in 1965 
from Gorakhpur University, 
E Gorakhpur. 
| Dr. Ali underwent training in 
| excavation and explorations of Pre- 
| historic and Proto-historic sites of 
| India under Prof. H.D. Sankalia 
from 1966-73. 

Dr. Ali was a teacher of Post- 
graduate classes in the Gorakhpur 
University and Poona University. 
At present he is lecturer in Prachya 
Niketan : Centre of Advanced Stu- 
dies in Indology and Museology, 
affliated to Bhopal University, 
Bhopal (M.P.) for the last seven 
years. 

Dr. Ali is, at the moment, con- 
ducting a project in “Islamic Art 
and Architecture" under National 
Associateship Scheme of U.G.C. in 
association with Prof. H.D. Sanka- 
lia. Also he is conducting an indep- 
endent project on the Pratihara Art- 
in Central Indian," sponsored by 
U.G.C. 

He is member of the Board of 
studies of Bhopal University, 
Bhopal. 

More than half-a-dozen research 
scholars are working under him 
for their Ph. D. degree on various 


roblems of Art, Architecture and 
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